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Picasso and Cubism: A partial multiplicity of conflictual stances and anamorphoses 


I. Definition: A genealogical unity between Picasso and Islamic forms, in a periodization of history of 
modernity is bound to draw a few surprising remarks. In the comparison between Europe and organic 
cultures of India, Africa and Latin America, there is a void. It is a separation between Picasso and the 
lyricism of protest, and resistance in his eyes, that are reflected in his works. It is almost as if Lou Reed, 
was a music artist of Picasso's paintings. Linger on, your pale blue eyes. This juxtaposition between 
music and painting, is to draw into attention the frame of music, cinema, painting and sculpture. These 
forms are reflected in time and history, and in resonances that subjective and counterposed, and 
lyricistic. There is the definition of Cubism I offer, a nazm, a poemic form of Indian and Pakistani Urdu 
poetry. It is a nazm, because there is some language in a form, of messianism and Islamic quranic, 
negation and formal poetry. A formalism that is entirely, an existence and non-existence of a state of 
affairs in Wittgenstein. Take an incident, it is out of nowhere, it is a nothing, an incident without any 
explanation, a fall, the definition of the Nazm and Marsiya which is a dirge form of genealogical river of 
the history of formal poetry, to be read between black and white, or in-distanciation. 


To compare Cubism and Picasso, to Urdu nazms and poetry, even to a formalism and a music of Lou 
Reed, is to compare forms. To see their resonances. Then there is the work itself, a history of forms, a 
history of resistance, that is the Guernica with it hard diagonals, and reflection and logic of sense, 
essentially an unconscious form of perception. What is perception in Cubism, it is an effect of the 
mathematized even architectural, abstract use of space, and its resonances to figures in life. Figure I 
name is a difference between background and foreground, an abstraction of a given object into a curved, 
parallactic interstices between frame and content-structure. There is a resemblance to history, 
resistance, lyricism and poems and music. There is the object as a function of incidents, being-there as an 
effect of an infinite prior series of causes, a messianism, a catastrophe, a lyric of love, and amorous 
destinies. In a incident, in a fall, there is modernism. 


Modernism is a definition of the incident, it takes place from nowhere and without sense, the end of 
theology, unless as messianic, and modern, and therefore a nothingness in a figure, from here to there, 
with no real empirical sense of ordinary life, a derangement, a declination, a decalages. 


II. Definition with history, and philosophy: There is in Cubism, the sense of a interval, a difference 
between the thing and itself. This gap between the thing and itself, is finally the pure difference of all 
that exists. Iam not who I am, I am also who I am not. I am not the intellectual, artist and philosopher, I 
am a gap. I am the gap between, who I am and existence, and its structurality, or the effect of an 
encounter. I am not just this facticity, Iam understood, between facticity and aspects of things. Clinamen 
and style. This interstices where Epicurus claimed the Gods dwell, is finally a thesis on the Guernica and 
Picasso's other works, The Woman Caressed, the gentlest The Woman Ironing, or Tet De Femme. In each 
of his styles, there is a poem, implicit in the painting. There is a woman, she is like Bertolazzi's theatre, a 
woman who is sensitive and fragile, the fragility enters my life, and then becomes a tenderness and 
kindness. I am in between the lines, I am not exactly the person you know very well, even though I am, 
but there is the unfathomable X, the pure difference between the lyrics and sense and knowledge. It is 
knowing someone through the blinds, and therefore directly. The history of Cubism and Picasso, is then 
the object of this discourse, it is a incident I said. Incident with no meaning, the woman in the painting, of 
course there is a story that is a narrative, but it is precisely modernist when it is only an incident with no 
narrative. A narrative without prose. A without-narrative in the incident, independent of a series of 
causes and effects, and an infinite series of prior cause, and a revocation of the accomplished fact. 


What then is this definition in its meaningless or senseless history? It is in a long period, in a frame of 
history, in an archaeology of this form. It is part of the three movements of Art, according to Hegel, in his 
Lectures on Fine Art, between the Oriental, Greek and Modernist paradigms. If we take these as regimes 
of art, a theory of history is drawn. There is in a modernism a rupture, a pure difference. It is the site of a 
senselessness. It is however part of a theory of history. There is a comparison between, the sense of 
Picasso's works, and Greek sculpture and history. The woman deliberates in Athenian democracy and the 
Periclean polis, she is fragile, and is part of the background of social existence, but tenderly opposing it 
to find drawn, her forms and figures, in a parallax, between the structure and its surface, or gap or 
historical existence and event, or the Event of subjectivity. 


What then is history after Cubism? The way to read a work of art is to grasp its consequences for a theory 
of history immanently (Althusser), or theoretical reflection on a period (Modernism), and then a 
retroactive causality. What is the determinate cause in history for the emergence of modernism? It is 


clear it is modern politics, democracy and communism in the 19th century, but also a certain messianism 
and conjectures in science, interestingly working on the null set and infinite transfinite sets and orders of 
things that became the generic imagination of formalization, that is either due to knowledge and its 
encyclopaediaic shifts and discontinuities and breaks in the history of science, which is a detour from 
social politics and existence as an effect of philosophy and politics, social relations and the artistic 
tendency. 


Cubism encounters history, it is a pure encounter, it is a incident without sense, it is a sense-logic. What 
then of universal history? It is a classification, for Ranciere regimes of art. There is no strict periodization 
possible. There is Oriental, Greek and Modernist and then a supplement post-modernist in Lyotard's 
language game and Pascal's pensees. The Lyotardian differend as the post-modernist period, recently is a 
ordinary life, with a series of worlds, language games and its modernism in the form of Pascal's writings, 
which re-introduces modernism into post-modernism and is the function of language games and 
subjectivity as a order of classes in Marx. This classification of worlds is then the new order of 
modernism and post-modernism supplementing the thesis that there is some history yet. But what then is 
the theory of history implicit in art history. 


It is a series of regimes, with no necessity according to Ranciere. It is a frame, the frame is a continuities 
between epistemes, the past and the present and the distant past, are three epistemes, and a 
comparative is possible, with the figures of the people and democracy and communism as the 
intervention of the people in fine arts. It is not necessary to be concrete and against abstract 
expressionism or abstract art, because through the gap between empty figures and abstraction without 
the people, there is the function of form, that orders a emancipation of the people from ordinary life. 
There is the lyricism of resonances and not direct depictions or representations in favour of, eschewing 
the discursivity of a formal being, and releasing it into a new language, that belongs to the zone of the 
encounter (Pothik Ghosh's lyricism in Insurgent Metaphors), when even our daily subject and object 
duality and perception is questioned for a aleatory being-there. 


There is therefore regimes of art, and classification of modes of artist expression and the periodization of 
Oriental, Greek and Modernist art, with the supplement post-modernism, of the present, that is a stag-ist 
phased conjunctures in artistic form, but is also continuities, comparatives and archaeologies of art. This 
archaeology the methodological note, is based on frames of comparison between epochs, and histories of 
resistances resonating in them as the staging of the people, and a defense of abstract expressionism as 
the incident of non-sense and the non-anteriority of meaning, that is then the fall, and the figure of a 
encounter and formalism of a messianic poem or language. 


Therefore the classification and its consequences: 


(i) Regimes of Art 
(ii) History of people 


(iii) Comparisons between regimes, as continuous lines of history and 
people, and epistemes as a comparative historicism in the periodization of epistemes. Separate and 
united. Or separation of epistemes, periods and epochs, and their comparison. 


(iv) Frame as a function of the classification, there is a frame of archaeology, it is a regime or episteme 
and its comparative. 


(iv) Interpretation. 


III. Archaeology: There is a long line of history joining Picasso to abstract art and concrete political 
expressions, it is a archaeology of a form. There is the eternity of truth, between the cave paintings of 
horses in France and the horses of Guernica and other paintings for Badiou (logics of worlds). There is in 
a Rancieren sense, a history of the form, in its expression of African people, and their slave rebellions, 
and the Spanish civil war which is its direct antecedent, and there is a history of Marxism and politics 
whose ideas are resistances, strikes, and feminism, and anti-fascist praxis. These ideas are expressed as 


ideas when there are forms of councils and cafes, and intellectuals and workers and women, the entire 
history of resistance is present in Picasso's oeuvre. They are also part of the long line of Greek polis 
histories of class struggle. And then the function of the frame, which is comparing the past and present 
epistemes or regimes, in terms of politics, but also in terms of artistic expressions. There is the 
comparison, between the figural philology of Panofsky, that encounters the object outside history and 
relates it to cinema, of Wong Kar Wai, where in the underground tunnels and on motorcycles, there is a 
impression of Picasso, as the thinker of underground culture in the present which through the pure force 
of interiority, expresses the epoch as our counter-culture. These tableaus of history are finally all figural 
philologies and the genealogy attempted of drawing a comparison between Urdu modernism and Picasso. 
This archaeology then unearths, other histories of the May 68 protests and the Palestinian intifadas, and 
the music of Lou Reed, where some artistic New York, Brooklyn students in the film The Giant Squid and 
the Whale, are literature students in American surrealism and formalist in Lou Reed's music. This trope, 
of comparison between forms, all introduce figural philologies of art and expression in relation to praxis 
and theory, and images and cinemas and formal drifts. 


Archaeology draws comparisons between forms, in past and present as the tableau of regimes of art and 
impressions, and expressions of forms, and praxis and therefore there is a pure constellation between 
works in the high and fine arts and their histories, that are finally a modernism in the culture of the fine 
arts and poetry and forms, that are a conceptual object of knowledge which I will now form. 


Picasso. Is clearly the structure of artistic works and practices, in a relation to working class politics and 
people's resistances that are sheets of time, in relation to even Rosa Luxembourg's Spartacus league, and 
in another level the ideology of the age, as its expression in high class forms, what is not admissable to 
the people or the proletariat, and the level of structure or political structure, as the critique of present, 
past and future forms, towards historical moments of Cubism as a reflection of reality in terms of abstract 
form, which then creates a constellation with the past and present, as it is a former structure in 
dominance and social forms and praxis, towards its eclipse and a new cultural logic named post- 
modernism. The expansive treatment of archaeology as a dispositive and as a function of frames and 
historical periodization, there is the class struggle index of the art and there is the cinematic and poemic- 
equivalents, all of which clash as several logics of explaining the central fact of Picasso's works, as the 
expression of a modernism defined as related genealogically to the Urdu nazm and forms of poetry in 
Urdu modernism, which then express the Hegelian periodization of the arts and a flexible charting past 
times or comparisons, between forms in distinct periods, clashing to form a logic that is the cinematic 
Picasso. This art history then takes a detour towards the concept of art with its index of effectivies and 
indices, that is expressing forms of life, of women and feminine forms, alongside the history of high 
cubism that speaks of a partial use of space, compared then to the dialectic of a formal intervention, of 
the incident as the conceptual level of speculative reason in art, and modernism and a certain kind of 
post-modernism, that is then the archaeology of a form. This form is of course figural, and therefore can 
be compared to other figures and incidents of class struggle in history, till we form a total knowledge of 
the figure that is its expansion of a concept of art, the expansion, or extraneation of an art figure into 
history, is finally the dilemma of whether to represent history, people and resistances or to operate on its 
philosophical and artistic diagonals, lines and points, which then give way to figural philology and 
genealogy and contemporary cinematic oeuvres all of which are readings of Marx in the present, and 
then there is the pure forms of constellation that is the constellation between Picasso, and his life and 
art. 


IV. Interpretation: The diagonals are from a proletarian Marxist standpoint, expressions of conflict and 
the horses in Picasso, are expressions of the people, and not the proletariat but the general people. And 
there is in the women, an expression of liberty and equality for women, but the proletarian woman 
especially, and then there is the dramas of bourgeoisies and finance and alienation, and there is the 
proletariat expressed in the lines and shadows, and hardness and tenderness and light and darkness, and 
intermediate values all the expressions of a proletarian art because they express the logic of 
emancipations, its contradictions and it's need for abstraction and the highest of philosophy from workers 
themselves. There is the complex cubism of the Man with a Guitar, a need to read the figures for their 
essential form, or delineation, which is the antagonism between the sexes, and the need for artistic 
expressions and forms to be grasped by the proletarian intellectual. This bildungsroman of proletarian 
intellectuals, is supplemented by eccentric Holderlin path, loving intellectuals, and they see in it from 
their standpoint, a expression of distinct histories, African, Latin American, Indian, Islamic and perhaps 


their unity in dispersion, a history of form, and content, and how the more formal there is a content, them 
more it expresses these distinct groups of artworks, and becomes a universal equivalent of other arts. 


Final Remarks: The Hegelian system at work in this is strikingly the philosophy of history itself as 
objective, subjective and absolute. The objective is history, and the subjective is class struggle and the 
absolute is the unity of objective and subjective in the third, absolute or fine art. The Hegelian system, 
takes distinct periods in this case, as objective periods, with subjective aspects of forms of life and 
philosophy and the absolute of an event. This operates here as Hegelian syllogisms of art, in Panofsky's 
figural philology. Painting, Cinema and Class struggle. The way these three mediate each other, in the 
first case or in the opposite direction, independently exist side by side, and then parallel, is to draw 
formal analogies and parallelisms and tropes. What was painting to the early modernists, is cinema to the 
present. 


The Hegelian system of objective, subjective and absolute, can then be drawn into a philosophy of history 
and art, as finally periodization, subject-matter and interpretation, which is in Hegelese the non- 
apparition of representations in their reality. Therefore representations that do not express reality are 
non-apparitions or distances between the thing and itself, that is then a dilemma on representations and 
reality, such that they inherently mediated in a higher absolute realm. This absolute realm is pure 
subjective perception or reception (Kant), in Hegel as subjective and extraneated, into a subjective 
modality of history in the artwork, as Benjamin found in Paul Klee. 


The system of objective, subjective and absolute commence a series of objective histories, a series of 
subjective histories (femininity, a masculine figure that is outside history, or a feminine man, or a 
masculine but poetic man, or a absolute thinker of the conjuncture, or a materialist philosopher or a poet 
or a woman, or a attractive woman, sexuality) and a series of absolute encounters, that are reflected 
opposites of objective, subjective and absolute encounter. 


In these three variations, of objective, subjective and absolute, there is the attempt to vary a reflected 
opposite or contradiction, such that it is a moving contradiction, or re-alignments, re-configurations, 
details, attributes, phases, aspects. There is in this rendition of philosophy of history, an implicit artistic 
approach. It is to approach an epoch from the subjective standpoint of an artist, Picasso, his life. 


Other syllogistic variations could be, precisely the changing of syllogisms in the Science of Logic by 
Hegel, where the universal is determined as particular and then both determined as singular which is 
concrete universality, the most universal and the most particular, as however singular. Therefore French 
singularity of the French particular national and Universal dimensions of it. In this way one of the forms 
of concrete universality, is Picasso's works, their unity in a universal, and the singular exception, such as 
the Ironing Woman, where a universal Guernica, is particularised in class struggle, which is then 
singularised as the universal, determined through class struggle, as singular in the Ironing Woman. It is 
to take the universal, and particular from the standpoint of the singular, subjectivist. Therefore a 
subjective stance on the Guernica as a history of women, and feminine difference. Therefore the 
Universal, particular and singular, the concrete universal, is then overlapping with the Objective, 
systematic and absolute. The objective is the Guernica, its mediation is absolute if seen from a subjective- 
objective-absolute. 


Therefore the Universal, singular and particular, in this variation of the concrete universal, is when the 
objective, subjective, absolute system, is in a complex mediation with the notion (U, S, P), if there is 
movement between them, as universal-subjective, singular-absolute, and objective-particular. This is 
definitely the Ironing Woman, because there is a subjective universality to it, and a singular absolute of 
woman encounter, with an objective-particular of French culture, resonant in it with Spanish aspects. 


Therefore how many changes does each syllogism go through, in fact three, but perhaps four or five. 
Perhaps a number of singularities that one subjectively views, which is why it is a subjective mediation of 
objectivity. But for systematic purposes we could take three or four, perhaps five changes in the 
syllogism of art. First why four or five, it is certainly the three aspects, objective, subjective and absolute. 
But there is then, the clear six of their couplets, which is the essence of the dialectic, a term and its 
opposite. But it stops short of six, in this case, because the absolute is not a whole, it is a less than 
equivalent structure, it is non-one, a non-whole, a non-all. If it were all, then there would be no tensions 
in its systematicity, it would simply map onto a structure, or be a complete structure, which is a 


contradiction in terms, the universal the objective, is subjectively mediated, so that it is not a Spinozan 
totality, but a subjective totality, that is the crack in the universal, the impossibility of the totality, seen in 
Kant, as the impossible synthesis of sense. 


Therefore the U-P-S, structure of the syllogism, which maps onto being, essence and notion, the three 
divisions of the Science, and then these as objective and subjective in operation, with the excess of 
absolute as the universal being, particular essence and singular notion, as objective and subjective, on if 
the excess of the U-P-S ---> B -E-N, as Obj.-Subj. in a extreme parallax, of objective and subjective, that is 
mediated and this forms the third, the Absolute. 


It is when objective and subjective circumstances merge in an ruptural synthesis, which is also the Many 
and the One, with the One One of rupture, and is therefore the heart of the dialectic, Identity and 
Difference qua One and Many, and therefore the triadic U-P-S, and B- E- N, is to be grasped as the 
Universal Being, determined as particular in its essence, and singular in its notion, if the objective being, 
is subjective in essence and dialectical in its singularity, of objective being and subjective essence, fused 
in a dialectical objectively subjective mediation of extremes, constituting, the singularity of interpretation 
of the objective being and subjective essence, in a notion that is singular if it is a concept of objective 
contradictions. 


Objective contradictions make no sense, therefore there is an always already mediated objective 
contradictions that are subjective in stance, that implies what contradictions in the active state are, the 
philosopher then mediates this objective-subjective contradiction, which is just the objective (according 
to the major division of Science), for it to turn subjective again, is to comprehend at the level of the 
notion or concept antagonism itself, as a notion or concept of antagonism that is the explosive 
antagonism, as part of a subjective mediation of its result or its, praxical state turning into philosophy, 
that is the Idea of Event, when a rupture takes place that is led by a constitutive exception that is Mao, 
but preferably as subjective Mao, or what I name aleatory subjective induction. It is only in a pure poem 
of the objective, subjective, and properly subjective moment which is the gap that reflexively releases, 
what we grasp the poem of Being. It is a Being, pure Being, when I encounter the subject, or the amorous 
couple, or the militant friendships and love in communist minimalism. 


Therefore the One and the Many, in Identity and Difference, the identity of identity and non-identity, the 
form of contradiction, in one and many modes, active in its Maoist state, or even Leninist state, and then 
objective, but then the subjective order of the contradiction displaced onto the one and many 
contradictions, as many contradictions fusing into one, but still empty, because there must be a One One, 
or subjective determination, of the One-Many-contradiction-theme and variation, in a subjective state, but 
not just subjective state, even the excess of the Absolute, that is Event, Truth, Subject. There is the 
rupture, there is the pure morning of October revolution, this is Absolute. And then a new periodization 
begins, which is the archaeology of forms, which is the archaeology of Absolute. It is when after the April 
Thesis exploded, and was an event, the archaeology of the period is the evental history. And then the 
failure is part of a U-P-S, standing not for the concrete universal Trotsky, but for the objective opposite 
Stalin, that took place because the objective-subjective-Absolute, was broken by a objective structure. 
The return to objectivity, the servicing of Goods. 


Trotsky the thinker of art, politics, science and love. Trotsky essentially a concrete universal because he 
followed surrealism, in its interiority, and reflected it in a singular politics. 


What then of Picasso, perhaps he did not encounter Trotsky in his life. But it is clear that his vision 
expressed a Trotskyist aspect. It is the whole history in its objective state, common perception declined in 
favour of a objective and subjective reflection, that is a logic of sense, that determines the not-objective 
state of things, which then is subjective and absolute. It is to side with subjective forms of objectivity, 
that is in the final analysis a contradiction in its form, the is with a complex subjective mediation, that 
stops short of the Absolute, to encounter it in a subjective proper dimension he named Cubism. 


Cubism is meant to argue that there are multiple perspectives, to the extent that space, objectivity, is 
subjective, but not simply objective and subjective, but properly subjective. This is the objective illusion 
encountered by its cancellation in a formal orientation, of the complex expressive most pole of the 
objective arts. 


What then of archaeology - the forms compared across history and even contemporaneity. It is an 
objective structure of epistemes, and their separation and division, the past as defamiliarised from the 


present, their total separation. This highly subjective state of the objective history, is then mediated by 
reflection. Not simply class struggle and history from the Greek period to the modernist period to the 
present, art, as objective, subjective and then subjective finally, as a mediated engaged reflection on 
circumstantial contradictions that is history, people, movements, and their archaeological forms, identity 
and philosophy, contradictions, and the objective development of contradictions, till they stand 
subjectively expressed by Picasso in his eyes of a painting, with an identity function and difference to 
cinema. Then cinema, poetry and painting, and sculpture and politics, degrees of identity and difference, 
the movement of contradictions, all forms to be compared in an archaeology of form, which is a frame, it 
is all the objectivities standing subjectivized and further subjectivized or objectified without object, a 
contradiction object, a split object, a anamorphic in the term archaeology. Archaeology is finally the 
comparison of forms, their proletarian interpretation, and the excess of philosophy, and history merging 
with the pure continuities of epistemes, as in Hegelese, the Absolute aspect of objective and concrete 
universal, in a disparition of objectivity, into partial frames and larger frames, and classifications, and 
partial dialectics. What then of the incident? The non-sense, of sense. It is clear it is the objective 
shattered into fragments, that are nothingness. Nothing, the space of the dialectical movements, which 
negate orders of sensible, it is the division of the sensible and emancipated spectator (Ranciere) in a 
dialectical movement, from concrete to abstract and then their partial synthesis in a suspended state, 
between fear and trembling. 


There is of course one more possibility, to study the objective itself. Not Stalin, but its end. The Objective, 
in a independent state. Spinoza. Or the Objective fall. The Objective as a clinamen form. The objectivity 
of a partial standpoint. There is the objective development of history and its laws and its subject, the 
origin and end and teleology, all suspended in an internal distance, or discrepancy of just the objective. 
The objective without reason, as a non-sense, or bizarre institutions, that combine, break, decouple, 
derangements, and displacements and in-finite. There is the pure space of Schelling, in such objective 
shatterings and dispersals, as objective reason. There is no notion in sight, except for the objective 
notion, the limited reading of Hegel. Hegel, who breaks in days and nights, and is essentially, a thinker of 
the objective discrepancy, no subject, no end, just the objective fall. 


Therefore Picasso, is to be read, for its historical insights, and emptiness, and incidents without meaning. 
It is to be read as a mural, painting, or cinema of all the objective forms of expression, of politics and 
history, in Montesquie's principles, of a unity, a world, it is all clearly the Urdu Nazm, or Marsiya. It isa 
pure negation. Negation of normality, or order or state of the situation, a negational form of expression 
that is objective in negation, it is an objective expression of ideology, spirit, Marxism, bourgeoisie, all in a 
constellation, to nothing. Nothingness the space of abstraction. Abstraction as a function of objective 
negation. Objective history, as the dimension of relation, of necessity as contingency. Contingency as a 
series. And therefore, all objective orders are contingent incidents and cuts, and there is no subject, no 
final destiny, except for aleatory destinations, and aleatory subjects, and historical materialism, and 
historical forms, and contemporary forms all anamorphic, but better objective. 


Malevich and Form: 


Definition: Malevich is in a genealogical relation to mathematics, genealogy and history, and number. It 
is to claim that his works, are constellated to mathemes. There is the idea of art, it is a praxis of artistic 
creation. It is the relation between artist and work and situations. It is clear that Malevich operates at a 
level of abstraction, figure and emptiness that organises a relation to mathematical ideas of groups and 
number-groups, such that every figure and its structure, is a mathematical operation of geometry, and 
topos and limited sets, in figuration. The figuration is not directly metaphorical in resonance, it is a pure 
abstraction, linked to pure Ideal types, of place, and distributions and sequences and narratives. The 
narrative again is not the mode in which to define the structure, it is emptiness, meaningless and 
senseless. It is a sense-logic of empty and hollowed out oppositions between void and diagonal, emptiness 
and lines, points and extensions and their genealogical account of oppositions, and conflictual disparities, 
and ordered signs, of art and its explanation of genealogy. The genealogy it points to is the relation 
between matheme, art and situation. The situation of Soviet Union, and the Narkomprod, and its 
surrealisms, and literature, and worker figures, all in the situation of the art, the artistic circle of events, 
and sequences, in a tragic key, of destruction, and negation, and finally as Badiou argues in Black on 
Black, subtraction. 


The operation at two levels of figures and genealogical accounts of history, are the tensions in the work 
between meaning and loss, or sense and nothing. There are slight denouements of space, in favour of 
pure mathematical formalization. The formalization of art, is connected to praxis and genealogy. It is in 
other words a formalized genealogy of Soviet Union. First the oppositions, void and diagonals, then Black 
square, Red Square, pure formalism of the encounter, and then by the 1930s, head of a peasant woman, a 
opposition between the formal structure of art and peasant history, or collectivization. There is from the 
formalism of the first period, a shift to critique and common people and simpler themes of complex 
description. The Suprematist composition, is finally a composed conflict. There is from the pure 
formalism of the 1912 - 20 period, a shift to impure formalism by the 1930s. There is a matheme of 
Malevich, that dates the paintings, that archaeologists the Soviet forms. It is a genealogy in that there is 
first pure form, and formal operations on a object, and then there is a shift to formal denouements, or 
detours on common place. This genealogy of Soviet Union, is finally the shift from prophetic times, to 
ordinary times, as a tragedy of genealogy. It is Malevich, the tragic genealogy. 


Definition with history and philosophy: Malevich is finally the thinker of abstraction, there is no history, 
there is no politics, there is nothing. The nothing of the figures, are all distinctly and similarly coloured, 
the black, the red, the white, then these are articulated, what does that mean. Conflictual, and therefore 
distinct groups, and ordered ordinals. They are the figures in some sense of a formal operation on 
genealogy. They are formalistic, operations on place. There is place and there is a difference in place. It 
is place separated by place, it is the splace in Badiou's terms - the early paintings, of Black Square, Red 
Square, and even the early Suprematist compositions, there are force and place, they are mathemes of 
event. They mathemes in art, because they describe a logical square, with distinct curvatures. It is a 
curved space, it is a colour, it is a figure and nothing. Nothing, as if it were a description. It is the state of 
affairs, in its non-existence. It is then a state of affairs, as ontology. Ontology because there is nothing 
and a thing. Void and atom. It is a place and its destruction, and then of course subtraction. It is the 
opposition between a thing and itself, that is minimal difference. It is pure antagonism. It is zero-point. It 
is the difference in number and null-set. Number and void, thing and absence. It is a dialectical operation 
on place as a figure of genealogy. In this moment, place and void, in splace is this. The early accounts of 
splace and outplace. The later accounts of Peasant Head, the place and outplace has shifted, but is now 
oppressive, no more of the prophetic formalisms now it is time for critique of place and its happenings 
and facts. 


The fact, and the faktum, the fall. All of this is recorded as if, it were a messianic state of history, passing 
into pure obstruction, blockage and destruction without prophecy. There is now the Peasant Head, a 
description of peasantry, leadership and mechanical forms, all constellated to a whole description of 
place, as the totality, and its central contradiction that remains hollow and empty without meaning, as if 
it were a Peasant without a head. That is no organic expression of the workers and the people, in 
Revueltas "Proletariat sin cabeza", which he bases on Mexico and peasant problems in relation to 
Malevich and Soviet Union. He reads the crisis of form, from the initial period to the later, as a 
description of genealogy, as the account of Leninism and then Stalin, as the crisis of an expression of art 
and its background reality, such that their abstract figurations are descriptions of contingency and 
Marxist-Hegelianism of the Phenomenology of Spirit, as the indices of Spirit, and its state in artistic and 
intellectual experiences.The shift from Malevich and his students under Leninist period, to Malevich and 
critique, is a Proletariat sin cabeza, without head, without leader, reflected in the surrealist Soviet 
writers as well. The head as a place is not just intellectuality but also, far left, which stands destroyed by 
the nature of the image, the painting, the form, without its dialectical operation. Just as Marx argues 
there is a relation between a man and his notebooks, as theory and praxis, as matter and consciousness 
in a dialectical unity, so there is the dialectical unity of an artist and his art-work, which then is shifted 
from nothing, to criticism, the function of art, from dialectic to critique. The enactment of a dialectic, is 
finally the place of subtraction, destruction and formalist theory. A series of shifts in context, as the 
conventions transitioning till the conventions of critical realism are introduced. There is first art of the 
formal content a dramatic art, a prophetic art, there is then only the empty, dead experience of the 
Peasant Head, by the 1930s. From art to art reduced to criticism. 


III. Archaeology: The conceptual object of knowledge in a art history, is here presented in a operation on 
Soviet Union. There is in Soviet Union the operation of a constellation of Narkomprod, soviet scientists, 
artists and intellectuals and Malevich and formalism. There is in this a comparison that can be charted 


between the Soviet Union and the place of Tomas Gutierez Alea, in Memories of Underdevelopment in 
Cuba in the 1950s. There is the comparison across time to Picasso and Cubism after. And there is a 
complex interstices, in which these artists are dwelling. There is as well the function of the frame, the 
frame compares in a sense the people and fine art. It is finally as was mentioned in the previous section, 
the function of art as a non-semantic constant, much in the sense of Spinoza and philosophy, as a 
disappearing context, a convention and interpretation. The regimes of art, in Ranciere, commence from 
the Plato's Greece to the present of the situationists, which is a trajectory of democracy and the people 
and common objects of tables, or triangles being capable of representation in an art work. Not just the 
description of high culture, but an abstraction in line with Leninism and Trotsky, in a constellation 
between abstraction, intellectuality and the people. There is in this comparison between epistemes, the 
comparative that organises the genealogical, with the virtual and actual. There is a similar function in 
Guy Debord's writings and cinema on The Society of the Spectacle. There is a situationist art, as critique 
and as praxis and pure art, in the French period of the 1960s. There is wide comparison between 
epistemes in their constellations, which are then broken from regimes to the operation of historical 
periodization that shifts between regimes and epistemes. The real place of Malevich is with the Racine 
and Pascal's tragic vision, but emptier, hollower and without sense. 


The incident, the fall, the faktum, the incomprehensibility and the prophetic all combine as a 
configuration of even Wilfredo Lam's Cuban artistic works. 


IV. Interpretation: From the proletariat's postion, these squares, lines, circles, voids, are the workers in 
the voids, and the trajectories of class struggle, and the groups of workers identifying with a void, and 
delegating the long lines to be capital in white, and sectors of the people in the rest, as a series of 
configurations of worker's politics, capital and forms of life in a highly abstract imagination of the 
workers, as not only as in Picasso, the highest of philosophy from the proletariat, but in Malevich as even 
a artistic worker who deliberates the history of art from the Pergamum frieze in the end of time, that is 
the Communist militants in Nazi Germany in the 1930s. This aspect of the end of time, as the period in 
which one stands in line with the history of the oppressed, and this negative quality of the times, is 
operative as the space of Malevich even in Soviet Union. There is from the intellectual position, a 
description of The Century in Badiou's book, in Malevich's subtraction in Black on Black. From the 
intellectual position, it is both Nazism and Stalinism, in a symmetrical parallelism, that re-introduces the 
prophetic quality of Trotsky's disappearance. It is a worker organised Malevich, or a intellectual group, in 
the sense of a gang of poets, or theatre groups, all inspired by modernism, and Marx and Hegel, till the 
thought-forms of determination, make it a real of the times, and their Juventud y Rebellion of Revueltas. 
A spirit of art that is the world spirit, that is part of the history of eternity. 


V. Final Remarks: In the Hegelian system defined above. There is the structure of a conjuncture, in a 
modality of contingency. There are only contingent cuts, and incidents, and operations of truth- 
procedures, and senseless empty and conflictual space, with several operations of anamorphoses or 
reflections in the history of artistic practices. There is in Malevich, the need to read it as contingency or 
necessity in the objective direction. That is objective contingency. What the speculative realists call 
contingency. In the Hegelian system, Malevich is a representation of figures in asymmetrical comparison, 
and even a complex figures, and simple figures, simple minimal differences, all of which operate on the 
contingent operation of history, from the 1912 - 1920 period, and there is a full expression of artistic 
theory and formalism and contingent politics. Therefore the objective history of a period is here an 
objective contingency represented. It is the pure contingent cuts as history. There is a contingent cut in 
the early period, it is a series of contingent minimal forms, and then the objective cuts. 


It is as if walking from here to there, and further, there is a extended line and a series of parallel lines, all 
of which is a decalages or declination of walking. There is a pure figure, of messianism, in the atom and 
the parallel lines, and the backgrounds of complex voids and lines, all of which introduce a truth- 
procedure, as the task of the philosopher and militant, and artist. There is a pure declination of the 
absence of sentences and image stories that are narratives. There is only the greyness of theory and 
formalism. It is pure greyness. It is a series of conjunctures, with their phases, in a narrative of 
contingency. If there is only fortuna and virtu in Machiavelli, there is here only fortuna, only an objective 
natural selection qua social selection. 


How is this Hegelian? It is clearly the operation of an automaton, there is no logic only a objective 
structure of things. But this objectivity, is part of the Hegelian system, of the spirit of the people, and 
collective will, as historical will. As an analogy to Hegel's philosophy of history, there is a individual 
history, and as a parallelism, which in Hegel is of course a dialectical movement, such that a parallelism 
is a function of formal comparison. Therefore the history of a spirit or collective will, is a history of the 
individual, and therefore the individual - workers, is not only the Spinozan individual composed of distinct 
bodies and configurations of singular bodies, but the Hegelian individual which is individual modality of 
history as the Prince. And therefore figures of the individual, his trajectory, his spirit collective will, is a 
trajectory of Machiavelli. That is in the Hegelian rendition, a universal history of objective narrative. 


In Malevich, the objective narrative is clearly at work with an Absolute of necessary contingency and 
even zero-point of this trajectory. It is the absolute necessity and absolute contingency in objective 
narrative without meaning, or sense and therefore zero. The zero-level experience of Malevich is a 
genealogical form of Lenin and Trotsky. This zero-level as part of the Hegelian move of passing from 
objective necessity and contingency as in Spinoza, with the zero-point of its form. The form is zero-level, 
it is even non-sense and non-anteriority of meaning, but in contingent jottings of conjunctures. Malevich 
the artist of conjuncture, and objective narrative. 


There is a genealogical relation between Malevich and encounter, it is a form of poetry, that is purely the 
form of love, in a friendship, and is closer to Firaq Gorakhpuri in poems than others, it is a form of love in 
an encounter, with the pure intensity of a form that is linear, and diagonal at once. 


Urdu and Formal Poetry: 


Definition: The nazm and the marsiya as two forms, in Urdu poetry. There is genealogical affinity 
between nazms and history, of a even aleatory kind, and marsiyas and genealogy. There is the long 
history of epistemes, that is historical periods of the Islamicate republics in India's 1800s, and there is a 
relation to the present in Iran after the Iranian revolution. And distant comparisons with the messianic 
traditions of Judaism and Greek polis assemblies. The resemblance to these forms, is because there is a 
nothingness, of the encounter, which makes it brief or lasting, as on the edge of a void, which then 
operates in Greek poems of Homer, and history and forms, because there is a astronomy to these forms. 
They are finally the end of history, in Greek city-states, as their hoplites and armed peasants, and 
discussions in the republic, that is then a secular narrative of the theological history of Arab and Indian 
histories, that are of course bracketed and distinct but also comparable, because there is a relation 
between the ancient Greek polis, and the present and past of India and Arab countries, where the 
Universal history of Islam is to these countries their Greek episteme. That is what is Greece and the 
mediteranean to European history, is what Islam is to Arab countries, and India. 


From this history, to the forms of nazms and marsiyas. Nazms and Marsiyas in their modern form, are 
related as Picasso to Malevich. There is direct comparison between the forms of Montesquie's political 
principle, world and government and arrangements, of history in a politics of the historical principle of a 
world. In a similar artistic history, nazms and marsiyas form a principle of Islamic modernity, that is then 
the principle of a world and its arrangement in the artistic-political vision. This is clearly not an archi or 
para politics, it is a non-existent politics. It is closest to Althusser's aleatory materialism, and is in the 
Picasso to Malevich, aspect of a tradition, and organisation of art and its formalization, a parallel to the 
diagonalisation of history, to truth. There is a nature, a world, a law, a spirit, a government of types with 
a diversity of natures, and therefore the concrete history of a totality in its structure, as the operator of 
difference. This configuration of structure, is late in Althusser as a political principle that totalises in 
Hegel, a single principle or essential cross-section. There is a principle and world, defined as diverse and 
contradictory. This formalism of Montesquieu is in the end the bizarre institutions and the revocation of 
accomplished facts, all of which constellate a objectivity of history. This Montesqiue and history is a 
reflection of its messianic form, it is clearly what Montesquie is to Europe and Althusser's conjunctural 
theory, what the politics of Islam is to Indian reality and theory. Therefore an artistic form, the nazm and 
the marsiya, they organise a dialectic of forms, in the aleatory tradition. 


Definition with history and philosophy: There is a marsiya, it is a genealogy to be read between the lines 
of the Urdu script, which is dense and messianic. There is the operation of negation, in the dirge of the 


Marsiya usually sung in a quranic form, at a death, or a meditation on death and poetry, and forms of 
collectives, and groups, of even say a friendship and the occasion of someone's death, but in the aspect of 
messianism, and in the aspect of a objective narrative, that is a tragic key, a world in negation, and 
formalism of negation, and formal poetry of negation. I am interested in Islam and its literary forms after 
the work of Shad Naved. It is as if the Arab world had its own reading of negation, from Europe. It is as if 
the world, its nature and spirit and principle, is a Hegelian world, where the nature of the spirit of the 
people is a principle of forms, and language and consciousness and alienation and de-constitution of 
forms, and its aleatory existence in a phenomenology which studies these forms of abstract language, as 
finally a theological fragment. It is finally the fragments of a sculpture in Greece, the broken vessel in 
Judaism as the Messianic path, and the fragmented nature of a whole or totality based not on principle 
but on aleatory principles. Where a group of Islamic poets, are in discussion and this form of discussion 
is a form, that is the quranic form, of a certain infinite, partial dialectic. It is the infinite diversity of 
Spinoza, the language and consciousness, alienation, rift and recognition in Hegel, that is then the form 
of theology in Arab and Indian history, that is clearly the operation of the Urdu language and 
consciousness, that is a principle of the nature, and diversity of governments and types and peoples and 
spirit. 


Archaeology: The conceptual object of art history. In a concept of art, at the level of speculative reason, 
operates in a conjuncture of the 1940s in India and its separation into Pakistan, where the marsiya and 
nazm was consolidated into a form, style, genre and composition. It is then that is constellation to artistic 
work commences, when there is a theological fragment of the artistic work, where the history of Islam 
and its struggle against injustice as a part of a historical context, is then configured as progressive or 
tarakkipasand thought and language. Where the language of the poems, and their messianism, is a 
diagonalization of language ad logic, with a negation that is the formal principle of its nature and 
diversity and its infinite diversity as a series of forms, that are in a couplement with Malevich and 
Picasso, as their equivalents in painting as their zero-point, emptiness and hollowness. I would argue that 
the nazm and marsiya are part of a underground current, which can be compared to the Islamic tradition. 
There is a charting of its history in resistances and politics of the oppressed, visible even in Algeria, in 
the 1950s, where Fanon organised the charged praxis of FLN. Where in the film The Battle of Algiers by 
Gilo Pontecorvo, there is a collective at the end of the film, which is a diagonalized sequence or grammar 
of images, which is then a documentary form of reconstructed realism, that then operates in the history 
of Islamic traditions as its counterpoint in cinema. Where finally the relation between the nazm, marsiya 
and progressive politics takes place, as finally the missed encounter in Indian independence struggle 
under Gandhi, It is a nazm when it operates as a condensation of politics and history and emptiness or 
implied emptiness, in Faiz, and in Majaz and Firaq, a form of anti-poems in the Nicanor Parra sense. 
Where there is a cut-up technique, of diagonalized language, and consciousness that is finally the 
Hegelian phenomenology of spirit and its master and slave dialectic, and recognition grasped in a 
diagonalization, that is uncertainty of Fanon's clearance and gesture, which according to Bhabha is a 
location of culture, where the interstices, or the in-between traditions of Edward Said, and other migrant 
intellectuals, are in Urdu in some relation genealogically to Muzaffar Ahmad in Calcutta in the 1912- 29 
period. There is Urdu modernism, in this period, where organisers of a communist party and organisation 
in India, smoked hashish (charas), in the evenings and nights, wrote on such documents intoxicated, and 
thought of overnight-inquilab or revolution, such chance-like encounters, such histories, are embedded in 
the Islamic forms of poems. 


Interpretation: There is from the proletarian standpoint, a dirge and a formal poem in Urdu, for the 
workers and women, this is a form of modernism. It is closest to the worker and the poet, and the woman 
turning modernist. Not just the paintings of Picasso and Malevich, but also our own tradition and 
theology. It is the description of a few words, their structure and the form of a poet's life, and existence 
in a dense meditation, with several aspects, of history, encounters, trajectories of relationships in an 
analogy to history, and its failures and impasses. There is for the workers, an interpretation of the work 
as the need to turn into modernists and even surrealists. There is the need for the generic language and 
its fragments to be our course of study. From the intellectual's position, it is a Mariategui, who figures 
non-European histories, as the other direction of Marx's aleatory fragments. 


Final Remarks: In the Hegelian structure of Montesquieu and Mariategui and Firag, Majaz and Faiz, 
there is an art historical affinity. These are elective affinities, they are finally a distinct configuration of 
Hegel. It is of course the system, objective, subjective and absolute, as philosophy of history comparable 
to spirit, collective and individual. As finally Montesqiue's nature, diversity and spirit as principle, of the 
bizarre structure of history, implicit in Firag, Majaz and Faiz. This equivalence, is a formalism, of 
grasping how the distant past of Islamic traditions, is implicit in resistances and literatures and poems, of 
a historical conjunctures of relationships, amorous and historical, this implicit messianism, this structural 
poems, this poem in structure. Is in Badiou, the structural slide of Mallarme's poems, that organise a 
structure, in its valences, and declination, towards the encounter, that is chance, as a flash of th event, in 
a poem, which organises a constellation as structure, with metonymic drifts and slides of desire and 
affinities, that are Mallarme's structure of a contingent rupture, and emergence, that is a contingency 
which turns into a poem of Being, or even Being-there, such that forms are organised in a para and archi- 
politics, that is a formal content in politics. The forms, in which workers in a strike, meet students and 
intellectuals in a university, as in the Cultural Revolution in China in 1967 - 72. This form is analogized 
in Urdu poems, to be the bizarre structure of Althusser's , as a conjecture on a conjuncture. It is finally 
the Montesquie known to Hegel, as the in-terminal structure of Mallarme and structure, as Faiz and 
structure, that is the structure implicit in the forms of nazms and marsiyas. Their forms as the form of 
Arab and Indian politics, history, nature, principles, spirit. It is as if the philosophy of history and fine art, 
is the background to the foreground of phenomenology of spirit, and its language, nature and infinite 
diversity of the formal content. 


What is the philosophy of history and the phenomenology of spirit? It is the spirit of the people as a 
collective figure, that is then interpreted as individual, or synchronic individual, which is then a individual 
or form of consciousness in a collective material basis, that is language and alienation, and dialectic ina 
individual, which is then the nature of a spirit, and the principle of a spirit, and these flat essential cross 
sections, are complex diversities, of traditions, customs, and narratives and forms of poems, and 
literature and politics and theology, all of which is the concrete existence of conditions, that are then the 
drama of language and principles, as the poems of nazms and marsiyas, as part of a totality, that is not 
pars totalise, but diversity of parts, in a absolute principle, or spirit or nature, that is the status of spirit 
in a history. 


Nicanor Parra and anti-poems: 


Definition: Parra's anti-poems in genealogical relation to physics and science, is a relativity, involved in 
the turns of phrase, the inflections and the general style. Ya que la vida no es sino, un poco de foma que 
brilla in el interior de un vaso. The syntax of the poem, expresses the general style, of relative poems. It 
is as if, there is an action at a distance, interpreted as the distance, between the emptiness of life, and its 
fulfillment, or in its relative state of a designation of life. There is no poem without anti-poem, the relative 
poem. It is also I am the individual, I am in history, a history of exploitation requiring a soliloquy. It is the 
shift between aspects of individual, history, thoughts, memories and reflections. Even as there is the 
great diagonal of poems like El Peregrino. But these diagonalized cut-up techniques, are finally part of a 
position or approach or guiding thread, a theory of poems in a theory of physics, as a relative inflection. 


Structurally then what is a poem? It is its verse structure, its contents, its formal content, and there is 
nonetheless the unfathomable X, the abyssal dimension of the Other, it is the apperceptive X, that is an 
infinite referent. This referent, is the place of th Other, as a poem's identity function. As a gap between 
the author and his poems, it is an attempt to grasp the author function in the writings. It is that formal 
drift. It is finally, the letter, or the formal space of a writing, in its marks. This is the mathematical aspect 
of a poem, it is a series of marks, a machinic writing of marks, that is then organised into a discourse, the 
displaces the marks, to the diagonal of a mark, that is a letter. The organisation of a letter, or a literature, 
is part of the organisation of a discourse, and its final destiny to be a derived theorem, of the encounter. 
The final theorem, argues that the void, the emptiness, is distinct, and not a subject, but an evental 
subject, that is no subject of ideology in science, the subject is of philosophy, this separation, is then the 
division between ideological and scientific, it is scientific essentially, the suture, because there is no 
subject in it, but a a pure objective theorem. That is it is a scientific statement or level when it is a formed 
discourse, that is a structure, and therefore reaching the place of structure. 


This structural syntax, is then the space of a theorem, which is a poetic theorem when it organises a 
language, a form, an invention of form, that is an event. It is when the form, is a poem if , there is 


derivation of a syntax. The syntax in Parra is of course that of relativity, at some level. Therefore an 
intercalation between science and a poem, between physics and a poem, properly the science of a poem, 
properly in Hegel, the subjective induction of notional or concept of art. 


Definition with history and philosophy: There is the anti-poem, it is formal structure, of diagonalization 
and lettered poem, that is a jazz form, at one level, a relative scientific form at another level, and a 
messianic form at a third level. It is the meta-determinacy of the poem, that is finally a sound, in the 
sense of Sein Und Zeit, or Heidegger's Being and Time. It is operative as the sound, of falling, that 
interprets Heidegger's philosophy in tension with history. Heidegger's Being and Time is of course, 
where Being is defined as emptiness, incomprehensibility and inscrutable, to the extent that it is an 
investigation of the task of defining Being, which is then a poem, and then a sound. A sound related to 
what Kafka's Burrow determines as an interminate sound. It is this that amplifies Parra's poems, because 
there is a unique constellation of science, relative forms, and politics and poetry, or literature, or a short 
dense meditation in poemic form, which is Being and Time in a relation to Parra. Finally there can be no 
settled argument, there can be no form without messianism, there can be no messianism without nature, 
there can be no nature without diagonalization. What is then the anti-poem and Heidegger in a Marxist 
syntax. It is From 1 disciple of Marx to a Heideggerean Fanatic, written by Mario Santiago. It is the jazz 
form, of the beats, and the Heidegerrean principle of Marxism and sound, and the anti-poem. 


At another level, the Heideggerean jazz form, is incomprehensible. But it is clear as an indication when 
Heidegger speaks of jazz forms, as part of the diagonalization of his work. What then is diagonalization. It 
is the taking of statements, in their derivation, linked to a group of diagonalization by a interpretation or 
a subjective cut of interpretation (Sirohi), or a forcing and torsion (Badiou on poem, logic and 
mathematics), which takes the object of discourse and diagonalizes it into a hermeneutic. Take the 
statement or term: anti-poem. It is the statement: poem, diagonalized. If we take a form, anti-poem and 
then interpret it, what does it mean? Anti-poem in a subjective cut is a relation to madness and reason, as 
their diagonal cut. Their madness in the shadow of reason, or oblique, infinite and Pascalian. This of 
course is Quim Font in Bolano's Los Detectives Salvages, and is the offstage violence part of the 
unconscious structure of reality, that is the definition of parallax. 


Archaeology: The concept of Parra in art history, is defined by his almost reclusive stance towards 
politics in Latin America of the 60s to 80s. This operation of a constellation between Neruda, Borges and 
Parra, that there are three writers of three distinct forms, that then operate on a politics at a distance 
from the state and even politics in the ordinary sense. Why this distance taken? It is finally because the 
form of poems, is the indices of culture or spirit which then introduces the poetry movements of the 
infrarealists in the 60s and 70s, in Mexico, where the indices of Latin American Boom novel, is finally a 
constellation to the Indian Progressive Writers of the 40s, in India, which is the compendium of literary 
movements equivalent to the French New Wave in cinema in the 60s in Paris and France. There is this 
compendium of constellations to even Picasso and Malevich, as the organisation of a politics, through the 
theory of politics, history and messianism and forms. It is finally a determination, that in Latin America, 
the novel form and the poem form was exploding into a generations class struggle. It was finally a 
happening, an event, with a truth-procedure. It is finally a description of structuralism and all its 
principles, spirit and nature. Such that Montesquieu is active in these writings, as the Althusserian 
operation of theorising a practice. It is by ordering, a relation to Montesquieu that a politics is formed. It 
is the politics of Borges, and Marquez, as opposed figures, and Cortazar and Bolano as opposed figures, 
these Latin American novels and poems, are finally the paradigmatic works, that rupture the continuum 
of forms, by organising a discipline, and therefore organising a praxis - Maoism as finally spirit, Marxism 
as spirit, and spirit as nature, and it organises the foquismo of Ernesto Che Guevara and Fidel, as a form. 
Revolution then becomes a matter of aesthetics, it is the search for a Latin American form, similar to 
Cuba's forms, of institutions and film schools and architecture schools, and Lacanian schools, and 
university, with the addition of a certain aletheia, or a messianism, that is even aleatory, where there is 
no principle of a totality, even social totality without the edge of the void, without the void, el vacio que 
es una nueva intellectual o pueblo. It is a different take on the new man, and is requiring a revolution for 
it. Itis the Latin American Narkomprod. 


Interpretation: The worker is no longer a worker, he is not a plebian in search of a plebian culture of 
Soviet Union after Stalin. The worker is an eccentric figure. It is an eccentric worker, who grasps the 
whole logic of history, in his description of forms. Minimally he is Luiz Ruffato, maximally he is a figure, 
that operates in libraries and bookstores, and learns poetry and literature, and is the figure Fanon was 
asking for for the Black man. The black man, reads European novels, and becomes educated. This worker 
figure, is not the figure of the worker in a factory, but the wildcat strike and factory occupation worker. It 
is that spontaneous a worker. This worker reads, that Parra is a figure of poems, that is closest to the 
worker, because of his spontaneity, and his concrete universality, or even singular universality. Why 
workers then, why not artists. 


Final Remarks: In the Hegelian system, there is a space for literature. It is finally a mode of Greek works, 
it is finally a return to Homer and Vigil, as Borges argued. It is finally the eternity of literature as a 
political and artistic form relevant to an epoch. It is finally cultural revolution. It is finally in Hegel the 
opposition concept and sense, mediated by the surpassing of sense, into a concept of sense that is the 
logic of sense in the concept, and its operation as a concept only if mediated by sense and synthesised by 
conceptual sense. There is then the logic of sense, that is merely the sense of a logic, that is life itself. It 
is the Humean empiricism, with a Kantian transcendental and then its dismantling, for a logic. The logic 
operates in a certain number of ways. First praxis, then anti-capitalist resistance, then national culture, 
and then the political organization of the worl, and this circle ends wih a group of modernist praxes, 
Picasso, Malevich, Firaq and Bolano. It is the operation of history in the logic, as a circle with praxical 
determinations, finally the objective and subjective process of Sartre, which then become a dialectical 
operation, of theory, praxis and matter in expressive circles of complexity, the taking of the object into a 
discourse that is dialectical, if the worker exists, in a lecture hall, Sartre talks of Egypt and ancient 
periods. There is the dialectical mediation of a situation in its praxical determination that commences its 
circularity and moments, in the dialectic of the concrete and abstract. This then is Althusser, detouring 
from history to Poincare conjectures. It is the form of praxis, that is more important. It is a formal debate. 
It is a generic imagination. It is a poem that is also an anti-poem, the aleatory disregard for conventions. 


The Hegelian simplicity of objective, subjective and absolute, is here turned into a dialectic of moments,in 
which the absolute is measure of every objective moment, in its subjective state announced as absolute. 
Therefore the scientific absolute, as if a drawing of a diagram and its logical moment combined with an 
aesthetic imagination, opens up the space of Borges, or even generic mathematics and its generic 
procedures. It is finally to read the poem as matheme and matheme as poem, in some logical syntax, that 
introduces into language a logic of physics that is Parra. He is of course the writer of poems, and there is 
a music to his works, there is a formalism and a rhythm, a logic. There is in the objective system of non- 
narrative, an incident a Heidegerrean faktum or sound, and there is a jazz poem around it what are these 
clashing logics. In comparisons between epistemes, there is a Heidegger waiting to be read with Mingus 
and Parker, waiting to be read with Parra and then the order of things, represents a style or a clinamen 
to an encounter that is spirit. The philosophy of spirit organises a discourse on the ages of the world, the 
ages of a spirit, world history and phenomenology of the mind, that is the memories that one has, are 
reflected in the shadows of one's praxical situation, and then these forms of individual are in constellation 
with world history and its ages, till finally, there is a world history to the spirit, the individual. And what 
is this if not Parra's individual in the age of poets. 


Kafka and the letter: 


Definition: If we take the formal structure of Franz Kafka's alphabet or letter in Amerika, it is in 
genealogical relation to calculus, notebooks and history. It is a difference between private writings, and 
history, and even a diary on what is the situation historically, with a form of expressing reality as 
between a calculus of reality, a private calculus and writings. Finally a messianic calculus of private 
writing, which is the Hebrew relation between word, name and number. Precisely a calculus of words and 
numbers. For instance the name Amerika, is in a calculus of words between beginning (A) and a syllable 
ending (ka), there is here a man and his destination to catastrophe or endings of his life, in a messianic 
pose, which is the freedom, of releasing the end of life towards its redemption or Hebrew language. The 
letter is an Althusserian term, read close to the letter. It basically means, the letter is an alphabet, and 
words are a set or collection of letters, but also words, sentences, paragraphs, pages and chapters 
composed of these, and finally novel composed of these, is the order of novels. In the line, of a letter, 


being the being of the writing. In other words, the letter, its formal structure, is in comparison to the 
novel or theoretical writing, its site of being, or being-there. Therefore the formal structure of the letter, 
the alphabet, is a reading close to the letter, and its formal comparisons, to themes, variations, meanings, 
plot, or concept. 


Therefore Kafka’s letter in Amerika, is generic, indistinct, grey and in the position of falling, and void, as 
well as swerving, and dark. It is also linear and vertical, and therefore formal, that is the use of the term 
“platform” over pavement. There is in this formal figure, and the in-consistency of incidents, logic and 
person, place, actions, consequences and scenes, and as well, a bizarre structure. 


The letter, as empty void, the use of the word “empty” ledger, the linear falling, is in relation to these 
themes, in-consistency, , a name for the letter, of emptiness, with a parable figure of the stair-case 
labyrinth, and stoker and captain. Therefore we could say, Amerika is the place for emptiness, form and 
incidents, and number. 


This is the formal structure of America in the late 1890s to 1920, where Europeans moved to America, in 
order to structure the world, in terms of number, emptiness, and incidents, and bizarre encounters, all of 
which swerved to form the association of people, in New York, and other places, where history, gave way 
to America just prior to the Nazi occupation and political movement in Europe. The greyness and surreal- 
realism is a Europe travelling to America where Europe is pre-figured on the brink of a world war, and 
Nazism. 


The Messianic nature of the Kafka letter, is its atomism, of pure individual, that is Lenin, and others, who 
in exuberance point to the collapse or end of history, in a victorious march of communism. Communism 
will win, despite its failures and catastrophes in the twentieth century. This is because the exuberance of 
Karl, is in fact an evidence of Amerika, which is the German term for America, where finally, America and 
Germany, in a bizarre encounter pass towards red, brown and pinkness, even splattering of blood, quite 
precisely Communist future. Why red, brown and pinkness, with blood because that is its itinerary for the 
past, present and future in the precise configuration of Soviet and Maoist period, with a mediation of 
Judaic period after the pink tide of the 21st century, and blood of its extreme 20th-21st century, ending 
with Judaism, and the brown of Messianic life. 


Definition with history and philosophy: There is a structure of history in the letter of Kafka's Amerika, but 
there is also a latent philosophy and history. The long comparison with Greek period, is to study the letter 
in its Kafka form, Greek period is a study of life, in its epochal state. It is according to the letter filled 
with battles, and armed hoplites and republics and tyranny. The types of government informed 
Montesquieu's nature and concrete existence of conditions, till, there was spirit as well grasped in each 
epoch. Kafka of course according to Benjamin understood humanity at brink of extinction, or the first 
world war. There is in Kafka, a history of Montesquieu, in the form of parables, stories and literature on 
the nature of nothing. It is the non-existence of a state of affairs. It is the principle of existence in nature, 
law, spirit and structure, such that it is opposed by non-existence as the condition of possibility or 
conditions concretely. It is to grasp the most vulnerable, the part of no part of humanity, the Jewish 
people, in their historical state of exception. There is to grasp the Messianic state in the exception, it is to 
grasp Jewish affairs and lives, in a private writing, that expresses their fictional form, which is filled with 
parables and stories and incomprehensibility. It is to grasp that his fictional form, understands best the 
Jewish customs, and traditions and the threat. The ever lurking threat. Why is their this threat to the 
Jewish people, or even the vulnerable, it is because the history of modernity, is a history of the Other, in 
its constitutive identity, the exclusion that capitalist modernity introduces for the worker, is a principle of 
what Postone calls the abstract and concrete dual character of labour and capitalism, that misrecognises 
the Jewish or Islamic semite. As Borges once explained in his lecture on Spinoza, there is a Hebrew 
tradition of the intellectual who must also labour, this union between labour and intellectuality, is a 
custom, that does not exist for other people, hence the division between intellectual and manual labour, 
introduces the exception of the Hebrew person, who is not a labourer alone, but also a intellectual and 
therefore external to capitalism, and therefore a threat to the Bolshevik-proletarian-Jewish plot. 


Archaeology: The concept of art history in this space intervenes. The structure of Kafka's life, and even 
his Blue Octavo Notebooks indicate a preference for the Letters to Milena, and these personal forms of 


expression and writing, which explore the unconscious structure of life and history, in a peculiar way that 
is his Jewish particularity. In Aamir Mufti's Enlightenment in the Colony, the profound case of Jewish 
separation from Europe after the world war, is here pre-figured in Kafka's Amerika, there is a sense of 
migrant life that even Marx led, as a Jewish born Christian person, there is the conflict of the Jewish 
question in Marx, that claims that the constellation of capital, theological forms and cultures, excludes 
the Jewish people, in a critique of state power and sovereignty, that assimilate the difference of organic 
and theologically marked communities. Hence the cinema of partition and perhaps the Schindler's List of 
Spielberg, that speak of the second world war and its traumatic effects on Jewish people, that studies the 
relation between capitalist factories, Nazism and Jewish concentration camps, are all sublated in the 
history of poems that were necessary for us to grasp the poem of Jewish generational experiences and 
solidarity, that marks the present with a question on Kafka's letter. It is finally to grasp a new form of 
surrealism, as a definition of interpellation in the present world (Zizek), as incomprehensible and without 
meaning, and therefore the opposite of the modernist and Bolano post-modernist emptiness and figures 
of surrealism, and incident, there is a contemporary world in capitalist emptiness of the commodity form, 
that is an expression of social relations in their expression as relations between things, and therefore 
prices and markets according Rubin, the thinker of the economy today. The market emptiness, is opposed 
to the modernist elan, that is the singular modernity that reintroduces meaning as emptiness in a poetic 
form, that re-establish the Hebrew language and people, in an organic culture, where figures of 
emptiness are part of comprehension of the incomprehensible, a dialectical statement and form. 


Interpretation: The worker and the woman worker understand, the Kafkaesque narratives, to be a 
proletarian novel, about how the workers are on the shores of history. They are in fact, destined to a 
better world. There is labour, and poverty and immiseration and non-history, that has to be turned into 
the history of the workers and women, that order a messianism, for a average understanding of Being 
and being-there. The workers would read The Castle as a proletarian novel, of approaching the zone of 
the encounter, in the revolution that remains yet to arrive. The workers would read the Guernica in a 
similar fashion, as a story of the kitchen and discussions there, about its discontinuities, of living migrant 
lives, or even proletarian piece rate lives in constant informality, that requires a new concept of time, as 
a discontinuous and filled time with the promise of Messianic redemption. 


Final Remarks: In Hegel's system, literature is defined as a quality, but as it happens with quality it turns 
into a quantitative science as exact as objective histories. There is the simple system of objective, 
subjective, absolute as mutually mediating, and therefore a Borromean knot. The Borromean knot is a 
structure of topos, and therefore we find in the topos of Kafka, that is his letter and fragment, that he is 
following the topos of Epicurus and Machiavelli. There is an affinity between the three, or even Pascal, 
because of its formal structure, as objective, subjective and absolute all three but part of as Deleuze 
would put it a minor literature. Which is essentially a formal argument of the density and segmentary 
units of language, that express ideas of a minor literature, that is the affinity between Epicurus and 
Kafka. In fact what is Kafka if not Machado de Assis of the Latin American literature. The Epicurean 
comedy of living life accounted from the position of death. What is this in Kafka if not the place between 
two deaths. The Epicurean interstices, with Machiavelli and a Lacanian tenor, would add, part of the 
negative in Hegelian tarryings. There is the fall, into a void, there is a generic nightmare, and it is a 
language of the unconscious. Tarrying with the negative, madness against the half-backdrop of reason, 
the hyperbolic in Derrida. 


Muktibodh and generic language: 


Definition: There is in Muktibodh's Nayi Kavita, a relation between poetry and narrative, at the limit of 
narrative without prose. It is in a genealogical relation of languages between English for its concision, 
Urdu for its tradition and history and Hindi for its langue and parole, or grammar and speech. In Hindi of 
the progessive politics of Marxism there is in India a long solidarity with Muslim people. It is a critique of 
the failed embourgeoisement of Muslims in India by the end of the independence struggle in India in the 
late 1940s. That is, a tragic world-vision, where a class of people, the Islamic class in India, with its own 
culture and traditions, that express the world-vision of the social position of a declining nobility, for 
whom the ascendent bourgeois classes, including Islamic bourgeoisification, is a grandeur and spirit that 


is not achievable by the declining class. This comparison between Christian forms of life, and even 
monastic traditions to the Jewish separation and Islamic predicament in India and Pakistan, is to grasp 
the world-vision of tragedies and poetry in a exploration of faith, ascendent bourgeoisies and Islamic 
modernity. 


There is in the present world, distinct from the early twentieth century, a division between Urdu and 
Hindi in India. As the language division began even by Gandhi’s decision to promote one language in the 
nation, that was a Sanskritised Hindi, and this linguistic debate then ended up in Aijaz Ahmed’s 
description of Gramsci in the days of Hindutva, that even argued that the classicism of Latin in Italy, is 
comparable to the Sanskrit traditions of the ancient period, that organised a hegemonic influence over 
the cultures of Sanskritised classes and castes, in the sense that English is dominant in the present 
world, and is in fact the universal language that as Agamben once mentioned, dominates as an apparatus 
over local linguistic cultures including Italian. This transposed into the ancient period, proposes that 
Sanskrit was dominant and erased local cultures of Prakrit and other languages in favour of a linguistic 
dispositif, such that it was the language of the ruling class. Now Gramsci in the days of Hindutva also 
points to the relation between Sanskritised Hindi and the far right. Yet there are forms of resistance. 
Internal to Sanskritised Hindi is the complex Hindi of Sonya Gupta’s translation of Marquez, and perhaps 
Muktibodh. In both, and in Muktibodh, there is a unity of the most difficult Hindi, in almost Sanskritised 
difficulty, and its resonance with Urdu. Muktibodh, in the 1960s as the thinker of language. There are 
terms of generic emptiness and nightmares, and alienation, and generic figures, that operate on a new 
culture of Marxism and politics, in such a way that there is organised a body of works, that are strictly 
the configuration of poetry, and resistance. 


Definition with history and philosophy: There is the generic language of Muktibodh, it is in a comparison 
close to Franz Kafka, and his lineage of predecessors. There is a nightmarish quality to some of his 
poems, with another characteristic of reversal in the generic infinite, which is expressed as "Yahan bhi 
Sneh ka Adhikar" (Here as well love is present) after a description of emptiness, loneliness, nightmarish 
places. There is a highly formalistic account of the Nayi Kavita (the new poem as a form), which speaks 
about narrative stories in each poem, as if there was a narrative literature or novelistic quality to poems. 
And this then relates the form, in a comparison to Greek principles of negation, expressed historically by 
Homer. Where the Iliad speaks of a period of history and war against a government, as the first negation, 
and Odyssey speaks of a partisan in the Iliad who then travels to distant lands in another war, returning 
home to Ithaca the second negation and there is in Aeneid the starting of a government after the 
destruction of Troy in in Iliad, as the third negation, and therefore three negations, which operate as 
history, which is in Muktibodh, a tradition of Indian history in this epic sense. The epochal quality of 
Muktibodh resembles an epochal speech and language. Poonjiwad samaj ke prati (In respect of Capitalist 
society) there is no truth, there is no value, there is no poem in capitalism, that is the figure of the poet as 
a true figure of in-destruction of capitalism, an authenticity that is undeniable. The negation part of 
politics, is the epochal destiny of Muktibodh's works. It is therefore heavy with negations, but all ina 
generic space. There is the genericity of Hindi-Sanskrit and Urdu, the use of words as genealogically 
distinct as satya (truth in sanskrit-hindi) and samuh (group in urdu-hindi), there is an affinity to call 
Muktibodh the thinker of a discourse of the object. The object exists outside my mind he once said, but I 
relate to it. In this he was often caught asking, what is your politics, partner? And he is often 
photographed, smoking a cigarette. There is in this the origins of a style, highly philosophical, highly 
political and highly organic but modernist. The organic intellectual of Gramsci, here stands stylised. 


Archaeology: Muktibodh, the figure of generic intellectuals. He is known to have been torn between 
politics and poems and artistic life, he is a ordinary Hindi poet. He then develops a linguistic complexity 
and formalism that is debated beyond his conjuncture in the 1960s, to when he became a figure of poetry 
in India. There is a conceptual affinity between poets in Latin America and Muktibodh in India, as 
characterized by Sonya Gupta's translation of Marquez' One Hundred of Solitude in an extremely 
complex language. There is no magical realism without its translation, and the translation is generic. 
There is therefore the concept of Muktibodh, in his linguistic complexity. This concept is in art history, 
constellated to the linguistic level of abstraction in French, such as the term dispositif, with no simple 
equivalent in other languages. There is the Spanish complexity of vacio, laberinto, infinito, yonkie, all of 
which operate in the Spanish language. There is therefore in language and abstraction a comparison to 
Malevich and Picasso, which is formal complexity in expressions of ideas and language in images and 


paintings. This is what Hegel named, the consciousness of language, and alienation in language, to 
mediate langue and parole, or grammar and speech, till the language becomes a mediation to thought- 
determinations, such that the concrete expressions of philosophy can develop. I cannot be a philosopher 
without Muktibodh, simply because he expresses in language, in generic forms, a philosophy of 
materialism and forms, that are recognised as dense meditations, which then order philosophy in its 
expressions of figures. 


Interpretation: Workers read Muktibodh, to express their thoughts. There is in Muktibodh, the figure of a 
poet. What then is a worker, who is not a poet. The worker reads in this representation, the quality of 
language, consciousness and spirit. It is the worker participating in a phenomenology of spirit, such that 
it is equivalent to the dialectic of history and class consciousness. The woman reads Muktibodh to grasp 
the nature of man, figure and love. There is love yet, in a man, who is gentle and political and 
philosophical, read my desire. 


Final Remarks: There is a Hegelian system, that operates between Lukacs, history and language. It is the 
level of phenomenology of spirit in Lukacs. There is in Lukacs broad generalizations, of bourgeois 
ascendence and proletarian decay. These kind of theories of the novel, present broad sketches and 
generalizations, which obey a class conscious politics and theory. It is then analogized to the 
phenomenology. It is then, understood, that labour in Muktibodh, is the labour of writing, and poems, 
which then operate as historical and class conscious, much like Premchand the other Indian writer of 
Hindi short stories. The Hindi novel form according to Shad Naved, is in crisis, and not adequate to world 
literature. This crisis is an organic crisis of capital, there is no long form of writing because the 
complexity of a novel, involves, a prediction and surprise, an expectation and a surprise for the artist. 
This form of delay and encounter, is only possible if there is a historical intersection between 
conjunctures, encounters and individuals, as part of a generalization of the simple and complex 
determinations of words. This absence of generalization is analogical to the absence of a tradition of 
politics, specifically anti-colonial and communist politics, that can generalize consciousness beyond the 
immediate. The immediate stands mediated, if and only if, there is a mediation of the singular into a 
universal singular. This singular universality, is the mediation of art, by class consciousness and formal 
content, that develops only by surprise. The surprise does not arise because for the Hindi speaker, there 
is no Marxist hindi writer, of dialectical materialism and historical materialism as general categories, of 
generalization of an immediate langue and parole in novels that express the parole and langue of history 
or its evacuation into a parallelism of history. Finally it is what Peter Hallward called the requirement of 
a specific, and relational individual, a relational novel. Not the reclusive formalist, but the relational 
formalist that can encounter in meditation and surprise both the exterior to interior and interior to 
exterior and mediate the immediate, in language that is abstract or historical. 


Wilfredo Lam, the artist: 


Definition: Lam, painted in a sort of Cubist and an Afro-Cuban spirit. His works stand in genealogical 
relation to the spirals of history, and science and literary themes, and imagination. There is the science of 
things in Lam. Althusser once wrote that he can be considered the most familiar of the unfamiliar, and 
part of an encounter in artistic works. This can be said because the science of history, in its complexity 
and circularity, of phases in Africa, from the traditional worlds, according to Hegel to modernity proper, 
the conduit is a scientific description of origins and ends, in a narrative of loss or exploitation, and 
emancipation as dialectical in the tradition and modernity debate. There is a African canoe, and it is the 
artistic and scientific achievement of the African people, and the African people, are travelling as slaves 
to the new world, which is part of a scientific achievement of the Europeans. But science dwells 
elsewhere in the interstices of modernity and culture, and traditions as a unique form, there is science of 
a complex history, of contradictions, and uprisings, and African art, that is part of the underground 
current of the materialism of capitalism as an epoch, drawn into a relation of not just devastation and 
brutality, but also grace and intelligence. There is a structure, it is not the only structure. It is the frame 
implied by the structure of the painting (Zizek), which implies that there is another Africa. It is the black 
people in jazz forms, and there is the Cubist black person, and the equality of Europe and Africa, as this 
form. It is a literary imagination of narratives of slave rebellions, slave resistance, and history burdened 


by the past, and seeking a emancipatory change, the history of black people searching for liberation in 
distinct phases, all ordered in a measurement of black forms and canoes. It is the exact science of history, 
because it studies the spiral of historical epochs, in an expressive totality, of black liberation, the central 
exclusion in the modern world. It studies the science of history, as an engaged narrative of expressive 
black history. It has phases of a description in each painting, each face, each aspect of art in the African 
spirit, there is then the end of the debate between science and primitive appearing black history, for they 
join the concept between concept and participation through a sublation of the contradiction, through 
their artistic, political and intellectual development, that narrates history in a literary quality, that claims 
that there is modernist Africa. 


Definition with history and philosophy: There is a history to art, it is also a formalism. The formal space of 
Picasso's cubism, is an perspectival space that incorporates large diagonals and hardness and epic 
drama, and experience, and finally a pure use of lines, points and curves in the sentimental sense of 
descriptions of a history, in its unfolding oppositions, the oppositions are then made into multiple 
oppositions, and comparisons and scopes of history in each cone, and each piece of the large depiction of 
a series of oppositions and a general narrative. This narrative is of course Ranciere's story-image and not 
sentence-image, it is a single expanse of an narrative in objective history. There is a complex weaving of 
non-history and history of a non-narrative and incident, in its resonances with world historical 
resistances. In the formal space of Lam, we find a more complex more sharp diagonalism, and its is then 
curved from point to line, by African expressions. These complex sharp and diagonal, forms of history and 
non-history, of a long duree and narrative, without however the closure of a narrative. There is something 
like a literary imagination, in this cubist form, of distinctive styles and expressions, which is then, termed 
modernist when it loses its literature of a long duree in favour of a literary science, that each of his 
number of works,, is an aspect of the totality, a complex Spinozan infinite attribute to an infinite totality. 
All these aspects, in a complex description of the African woman, and the resonance with Bertolazzi's 
theatre. there is the complex aspects, united in their definition of Spinoza. 


Archaeology: The comparison between Lam and other artists is possible in a constellation of his 
appreciation of the Cuban revolution and his painting El Tercer Mundo, where a cubist Africa is clear. It 
is in a complex association of ideas with Althusser who wrote a letter for Lam. There is as well the 
constellation with Picasso and Malevich. There is as well the history of Africa in a cross section, of a 
totality, with multiple perspectives, like a crystal cut sharp, that at its edges defines the complex 
Spinozan whole of totalisation. Each with its own trajectory and genealogy, and history, several lineages 
of Indian forms of armed rebellion, and armed struggle of guerillas, finding in Latin America, a armed 
foqusimo, which is a degree removed from theory and praxis of Sartre, which is then in a cinematic 
mapping of these conflicts, the cinema of African pasts and black presents in America, that is Ali in which 
Muhammad Ali's boxing and activism, and opposition to Vietnam, is expressed in this cross section of 
conflicts, as a conflictual world, commencing from the trans-Atlantic slave trade. Where Lars Von Tier's 
Manderlay speaks of white domination over slaves, in their very desire to administer their non-equal 
freedom, which cannot be granted by the white plantation owner but only be gained by the slave's own 
struggle and taking of freedom as according to Fanon. This complex totalisation offers a unique view of 
the history of contemporaneity and the trajectories of movements and class struggles and national 
liberation struggles, that bring about the Brechtian equality of the present post-colonial modern world. It 
is the modern world understood, by charting a relation from Picasso, the Spanish artist of the 40s and 
50s, and the Malevich of Soviet Union in the 20s, and 30s and finally Lam of the 50, 60s and 70s, the last 
of the long history of painters. This complex cross section is finally the activation of the hard diagonals 
and sharp conflicts, that Walter Rodney called How Europe Underdeveloped Africa, where in a moving 
comparison he speaks of African canoes as the lyricism of Africa opposed to power politics across the 
seas applied by Europe, and capitalism. This charting of a long history, are the cross sections of the 
decolonizing process, and the birth of modern worlds, which totalise in the Lam sense, the present. 


Interpretation: The workers read in this painting, that the hard diagonals and the sharpness and absence 
of flatness although also present, is the workers engaged in a debate on philosophy and class struggle, in 
a black worker's question. The black worker stands up and asks if the history of the Guernica is 
represented in a space for Black leadership in America. The black worker is a political thinker and then a 


historian. The black worker sees this as a critique of the hegemony of Guernica in favour of a Black 
Guernica. He sees in it the music of Jazz, and finds that they are finally represented as equals. The black 
woman reads it for its sexuality and grace, it is finally the cinema of Black Klanssman, without the white 
and black co-existence, in favour of black grace when Ron dances with Angela, in a club, where soul, 
blues and jazz all make their bodies divine. 


Final remarks: In Hegel's philosophy of history, it is termed that black people are not at the level of 
history proper, they are at the geographical presuppositions of history, a kind of vanishing mediator or 
passage through madness. This is of course the transition between cultures, or states (Lenin), it is 
therefore clear that the black people are revolutionary, not at the level of history proper, because they 
are destined or in their very forms, clearly part of the Absolute above history. It is above history, because 
the origins of cradles of civilisations that Du Bois talks of, is the African commencement of humanity, 
they are not the children of nature, but in fact the Hebrew origin. They are the chosen people, of the end 
of injustice, and the beginning of a Messianic redemption implicit in their very colour. Their colour is 
black, which is the void, of pure figures of speculation, greyness, conceptuality and poems that are the 
answer to the problem of Europe. They are finally not colonizers but colonized, there is no space for 
negritude, though not exactly part of Europe. They are the object-cause of liberated destinies and history. 
The history of the epochs claims what is immortality, what is eternity. In the history of eternity, the black 
people were first and remain to be destined to the first, the last shall be the first, the Hegelian circle is 
based on this geometric conception of Lam's, the youngest. 


Laxma Goud, the Indian exception: 


Definition: Laxma Goud's etchings are in a genealogical relation to nature and the reflected gap. There is 
a painting trajectory of Goud's which are mythological and not properly art. There are however a few 
exceptions to his general structure. This is why he remains a negational artist. Not all of his works, 
perhaps only two or three in the end. The etchings of a woman, finally the only work remaining. An artist 
of a hundred works, where only one work remains. It is this etchings of a woman, where finally a frame 
enters the composition. The frame implied by the structure of the painting. A woman, in red, in shades 
and etched, and fragile and thin, and then the frame, which displaces the woman, into the background 
red and green and offwhite. It is pure woman. The genealogical relation to nature, is finally the green 
part of the redness, it is as if woman in India, has a trajectory of the fall, from the only fall in ancient 
history, Mira bai. A woman who fell in love with god. This theological structure, is an exception to India. 
It is the theological structure of Akka Mahadevi and of course Mira. There is event in this painting or 
etching. It is between nature and culture, a transitional form, reflected into the frame, a traumatic 
woman, and a fragility. The concept is clear, it is a woman, that must be part of the history of nature and 
void, that is the concept of the gap, that is clearly the natural space and its clearance for a emptiness of 
thin, existence reflected into the very structure of things. 


Archaeology: The constellation of Laxma Goud's inconsistent oeuvre, is comparable only to the event of 
paintings, in perhaps the first works of modernism, the death of Marat. There the organisation of the 
Jacobins in an ontological quality of history, that is the French Revolution, is the space of the void as 
encountering Marat. The ontological incompleteness of the painting, as Zizek argues, is part of the very 
texture of reality. It is as if in reality there is a encounter with nothingness, in the incompleteness of a 
painting. In this sense what The Death of Marat was to the French Revolution, and what the French 
Revolution was to The Death of Marat, is the Naxal revolution for this etching of a woman. Because there 
is no woman in Naxal movements, especially the feminist aspect of their movements, which stand 
reflected by thinkers, is here the space of nature, redness and a quality of reflection, that is the frame of 
modernism exploding in Indian art, in a conjuncture of Naxal movements. There is no narrative possible, 
as in modernism, there is just the fact, or incident and it is Bertolazzi again, but perhaps more precisely it 
is the key work of Indian modernism, because it expresses Mira Bai and Akka Mahadevi, women histories 
in India, which stands reflected into the Maoists, because there is no time, without the zero-level 
experience of the painting, that is nature, forests, originary virgin forests, that are the tribal belts, where 
women are fragile and require Maoism for their vulnerability not to be exposed to capitalist exploitation 


of their lives. Here stands the woman, it is the space of modernism when framed, in the sense of real 
material glass and wood frame, that organises the nature and emptiness or reflective gap. 


Interpretation: The woman asks questions of femininity. The man asks if he is gentle enough. There is a 
reflection on history, the fall, and the woman as part of natural history, and in a red communism, part of 
a tradition represented by the writings of Susie Tharu and her political affinity, at one point at least to 
Maoist politics. 


Final Remarks: The Hegelian system not requiring interpretation, directly argued by the work. It is 
clearly history, nature, virtu and fortuna. It is as if virtu, is the selection of politics for a man who has 
encountered a woman, in history, it is in fact very tribal, almost a tribal art. It is in the long line of 
Hegelian reflection, the mode in which India and other traditions participate in universality, or 
modernity. 


Regimes of Art: 


Definition: So far we have discussed forms of art, that is direct works of art in painting, poems and 
literature, and drawn together a constellation of artists, in painting and literature, that reflect a 
composition of modernity after colonization. There is a historical trajectory drawn from the 1912s to the 
1970s, and this brief period, extends to the Greek episteme, in comparisons to recent work, as if to 
suggest that Homer and Vigil are contemporaries. This art history and genealogy may seem, disparate, 
which is its essential course, but there is a logic to this body of work. It is finally exemplary or 
emblematic works in Europe, Latin America and India, and Africa. The world stands mapped in its 
configurations. But that is as Hegel would say only its geographical presuppositions, it is in other terms a 
Universal history. It is a bracketed exposition of the contemporary and past epistemes, in their general 
and specific aspects. There is the aspect of each artist and oeuvre, in relation to other artists and oeuvres 
in a conceptual object as the constellation of artists, art works, and histories, with the general horizon for 
a spectrum of the present. The spectrum of artists discussed span the Soviet Union, the Spanish and 
French worlds, and the Cuban and Indian worlds. These are not just geographic connections, but maps of 
trajectories of diversity and infinite diversity in contemporary theoretical reflection and artistic 
production. There is a general high art and fine art orientation, with the copula of resistance as a conduit 
between history of fine art and resistance and class struggle framing the comparisons and operations of 
an art history, as part of a Marxist tradition, and even a Hegelian reflection, that orders a complex 
composition of the trajectories of each history with its own dimension of the complex crystal edged 
totality and its totalisation. The totalisation underway is a unique trajectory of painting and novels and 
poems, in a non-empirical attempt at concepts of art related in this selection, with the predecessors of 
the present, where Lam, Malevich and Picasso form the artistic triad of artists associated with a 
Althusserian problematic. And then this triad is composed in relation to another triad of Firaq and the 
Urdu tradition, Muktibodh and Franz Kafka, with a supplement of Parra as the unique constellation of 
formalism in a specific affinity of diagonalized or messianic forms, of finally the operation of an anti- 
poem, or subjective cut of truth in history, which is a quadrant of literary and poemic figures that are 
part of the Althusserian problematic of a aleatory trajectory. These two sets of artists, are then 
compared to the form of the faktum, or incident, or senselessness, that is the order of a concept of 
modernism that this work develops. It is a concept that messianic figures, and figure as finally formal 
dialectic, an axiomatic dialectic from here to there, or from position to another position in the union of 
falling, is the adequate description of a certain style of modernism. It is the affinities between Islamic and 
Urdu modernism and European and Latin American modernism. These parallels are then operative in 
affinities to parallels in cinema and music and other forms of mass art. It is to order a complex notion of 
modernism and even a form of post-modernism (in the sense of Bolano), that are operative as the matrix 
proposed in Picasso's section, on Oriental, Greek and Modernist epochs, with the supplement of post- 
modernism, in such a form that comparisons to the Greek period, and the Modernist period, and the 
historical supplement of Marxist debates in the sense of a guiding thread, all operate in a flexible, and 
continuous history between regimes of art and epistemes. Such that resonances of the Greek period are 
found in the Modernist period, and is situated at the same singular level of art. The level of art as 
universal, implies that we can compare works across epochs in a singular modality, of universal art, and 


then this seemingly absent principle of periodization, is actually the attempt to shift periodizations 
between epochs, to see their contingent constellation, and to constitute a historical materialism, that is 
open and continuity based. To the extent that speaking of a Greek sculpture must resonate with Franz 
Kafka. Or a Greek history, is reflected in modernist works, and a modernism is reflected in some cases of 
the Greek period. Finally to study this archaeology as a frame, a large frame, a frame that is an episteme, 
with several epistemes, such that the time-length of a frame is flexible and shifts between epochs to 
grasp a continuity. The long lines of continuity after discontinuous epistemes. These long lines of 
continuity are for example now expressed as realism in post-modern novels. or a surrealism in a realist 
phase. Or a realism merged with surrealism in a surreal-realist unity of works, that are discussed in this 
problematic of literary and poetic writings. It is finally a central debate, of artistic form. 


The long guiding thread, of Marxist politics, is replaced by another guiding thread that of in the literary 
figures, a surreal-realism, present in Kafka and Urdu poems and Parra. This surreal-realism, is then a 
phase in recent literature of Bolano, which marks a break in the concept of form. And if we register this 
break, retroactively even the history of painting appears distinct, such that the aleatory figures of 
contingency and objective as necessity and contingency, non narrative, the fall, the faktum, the central 
conflicts dramatised by worker-interpretations, are oblique and diagonalized by this tradition of even 
reading the not mentioned Beckett's theatre, for its empty and hollowed out space and time organisation. 
This dense order of emptiness, and the fall, with a formal dialectic as the organon for the present and the 
past, with a Greek dimension, such that the aleatory metaphors, rain, swerve, encounter and take, the 
tradition of Epicurus and atomism, is joined to Greek sculptures and fragments, eternity and duration. 
There is also a Ranciere, who speaks of regimes of art, which classifies a three regimes, ending with the 
regime of representation. I claim there are epistemes and regimes of Oriental, Greek, Modernist and 
post-modernist, with phases or regimes of realism and surrealism, and classicism and inaesthetics and 
expressionism and impressionism and cubism and suprematism and their unities, or continuities. Such 
that one glimpses in a surrealist work a certain realism at work. Such that one glimpses in impressionism 
a certain surrealist form, such that one glimpses in cubism a sense of realism, such that one observes in 
classicism or Greek period of art a impressionism, or one senses why not a surrealist aspect in Greek 
Iliad, and Odyssey the fact that it is a history, a real fact, and a realist mode with a surrealist form of 
black ships and shipwrecks that resonate with Mallarme, or even Bolano. 


The regimes of art are multiple, distinct phases of movements and titles of movements, with affinities and 
disparities, and then there are the broad regimes of Ranciere, the ethical regime, the representational 
regime and the aesthetic regime. Here we have regimes of art, without labour, then with labour, and then 
finally the critique of labour and labourist tendencies in the aesthetic regime. These regimes are of 
course according to this work, regimes of art that represent labour and its democracy. That a work of art, 
has a description of a staircase, as part of the central scene of happenings, in Cortazar's Hopscotch, is 
finally the art regime of aesthetic merging with the representational regime, continuities exist, as a 
common object part of the high artistic situation, the working class part of the high art circle of 
Cortazar's hopscotch. These regimes are epistemes which are frames, which are part of a almost 
cinematic series of continuities. The art work, finally shifts between regimes, and operates as the ethical 
regime of Plato's Greece, finally part of the aesthetic regime, in that the hierarchy between worker and 
bourgeoisie remains, as in contemporary cinema. There is no problematic however apart from worker 
and art alliance, and the overlapping of worker and artist in the final aesthetic regime studied in Nights 
of Labour his labour history. There is in this work the attempt to draw a single movement or sub-regime, 
a post-modern and modernist unity of works expressing a realism and surrealism, which is finally a 
movement in the arts, that is talking of a distinct history of art. The Narkomprod was finally Soviet 
artists, or soviet science fiction and soviet surrealists. There is in this trajectory a continuity between the 
Greek sculpture and politics and types of government and history, and class struggle and science fiction 
of the Soviets, and recent works by Nicanor Parra. This trajectory of surrealist-realist, accounts for a 
partial history of forms. It is as if the search for resonances in all of history commences with Kafka and 
Firaq. 


The regimes of art or epistemes are periodizations with continuities and a back and forth dialectic of 
forms and representations. Then finally a variation on worker's history from this position. It is a workers 
history to speak of one strike, any one strike. In its generalization, the cultural materialism of the 
workers, their own culture of meaning and significations, and worlds, unknown to the historian, are 
explored for possible recreations and syntheses of imagined aspects of necessity, such as labouring 
worlds, woman's labour and factory work, finally as deductive and inductive. There is then the strike, that 
is a 1920s strike, which in say the unknown world of India or Mumbai or even Lucknow, is a central event 
of the epoch. That is not necessarily the broad Annales history. But its supplement what Ranciere and 


Badiou call the drama of the event, and its existential consequences. This applies in a Direct Reading, of 
any given strike. The strike of port workers in Mumbai, or transgender workers in Delhi in 1929, are all 
in a direct reading, responsible for an transcendental shift in the epoch, by introducing a aesthetic shift 
in the transcendental of the epoch and constituting a aesthetic revolution. This aesthetic revolution 
introduced by small strikes and gatherings in the 1920s is finally, the introduction of workers into artistic 
representation, in the works of poets and writers and cinema artists, the phase of Nehruvian social drama 
is impossible without the drama of workers and peasants in the independence struggle. But essentially 
the worker, and the most vulnerable peasants, and tribals, their minor forms are finally in a direct 
reading epochal. 


The consequences of such a transcendental aesthetic epoch, is that the present seems to be ordered 
along minor forms, but imagine for an instance a large historical demonstration, where like the French 
revolution, in Badiou's sense, the people in praxis, see themselves as part of a history of the revolution in 
its taking place. This epochal event, is finally, the large demonstrations and assemblies, and the small 
gatherings with a formalism, or a complex arrangement in third parties, this shift the aesthetic regime 
towards first in the 20s and 30s the, social regime of aesthetics, and now in the present it is saturated to 
speak of workers politics without the drama of large French revolution type of historical movements, that 
shift the transcendental to the radical regime, that is artistic and political regime. 


Zizek argues that Ranciere's politics of aesthetics, such that politics is aesthetics, is finally divisible into a 
central contradiction in artistic forms, in their political interpretation of archi politics and para-politics. 
At least the artistic configurations of political philosophy in Europe. This is then divided into other 
oppositions. In the case of this book, the statement politics is aesthetics, is that aesthetics provides a 
distinct political vision, and therefore aesthetics is politics. Therefore the, Zizekian mediation, would be 
to argue for a vision of artistic politics, in their impossible short-circuit, that is a Moebius strip of how art 
and politics finally meet. This argument is then the place of how the moebius strip is finally a Hegelian 
system of a Borromean knot. That is the symbolic, imaginary and real, co-ordinates of politics and art, 
and their mutual partaking. Such that the complex analysis of this art history, is to provide a minimal 
symbolic level, of the history of a work, a minimal imaginary level to discuss the work itself, and then the 
real as the relation between the symbolico-imaginary in a real determination of it's politics as a question 
of form, the formal debate is part of the edge of class struggle. It is central to the worker's questions, and 
a politics takes place in history, and the aesthetic regime of the transcendental of the epoch, the 
aesthetic transcendental, shifts towards a new politics, if also there was just as politics shifts the 
transcendental in a direct reading, the artistic forms as well participate in this transcendental by 
constituting a pole of active criticism and style, towards the organisation of a principle of the 
transcendental, much like Montesqiue. 


Basically the organisation of an artistic figure or movement, is part of the class struggle, in its very 
conclusion or it's edge. This states that just as Alea for the Cuban revolution, so Muktibodh for the Indian 
class struggle, and finally, this debate on artistic forms, is part of history, and is its cultural revolution, 
and even if it is not part of its history, it offers a position and another position in the union of falling, that 
is the separation of a modernism, is to argue that a modernism exists in a period, such as the French New 
Wave in the 1960s of French cinema, and this is operative as a modernist side to French Maoism, which 
then allows for innovation and creativity, that express the organic intellectuals and working class, in a 
cinema that is intellectual, and a montage and a discussion, and a Marxism in cinema, which of course 
has its history in aesthetic regimes, but is also directly part of the class struggle, and even operates as a 
form with an equivalent critique. The equivalence Godard, cinema and critique, is finally a constellation 
with Malevich and his critique. It offers one political extraction, or extraneation, subtraction, for Badiou. 
In the case of American contemporary politics, Cornel West studies Jazz forms, and argues that it is a 
form that expresses prophetic democracy in America, such that it is constantly improvisational, self- 
correcting, self-expressing and malleable with a demos and its insitutitions. 


Regimes of art and politics: 


The unity of Montesquieu and artistic works, and regimes of art and epistemes, which are structural 
concepts of transcendental aesthetical regimes, is to be grasped in a structural causality, but it is 
somehow better expressed in Montesquieu and Hegel. The aesthetic regime and epistemes, and their 
long lines of continuities, and art history as a comparative between epochs, is a novel measure of 
intellectual debates, in the Althusserian case. Althusser thinker of structuralism and Marxism, had as 


Montag points out a reading of theatre, literature and painting, which is a preference for abstract form. 
This structuralist and Marxist, and science of history and parenthetical philosophy, with artistic debates, 
is the itinerary of this work. It is an attempt for a structuralism and Marxism, and history, and artistic 
body of works interpreting it. Therefore what is an archaeology if not a philosophical history of forms and 
inventions and historical periodization and a problematic. Therefore there is in structures, the 
Althusserian argument that art gives in the form of seeing, perceiving and feeling what science gives in 
the form of knowing. Therefore we can argue that structure of art, or an artistic structuralism, that even 
goes to Montesquieu and Hegel, is finally a structuralism of the absolute that was Hegel's philosophy of 
art and history, and structure. This principle, world, spirit, law, nature, is the foremost interpretation of 
artistic creation, in the aleatory structure of the argument. But then what of aesthetic regimes and 
epistemes. It is clear that these two debates, the principle and the regimes, are overlapped in their 
problematic and are two bracketed views of government, people and spirit, or aesthetic regime, people 
and art and political events, which displace the government which has a history of types in Homer's 
works as well as Bolano's. 


Exception I: Foucault 


The regimes of art that are in this work are finally Marxist genealogies. The constellation with Foucault 
and Foucauldianism, is to operate as the specific intellectual, in orders of things and measurements, in a 
imaginary form of classification. That is finally, the image of the French intellectual in cafes, and coffee 
shops and in metros and in the university with his episteme, at the frontlines of a protest, in an archive, 
and finally in a aeon and chronos of Islamic neighbourhoods. Finally Foucault's elan, is to configure the 
intellectual space of aesthetics. Finally even an aesthetics of self, finally a domain or image (french), of 
intellectual practices and forms. It is to order a regime of art of existential operations of Marxists. It is to 
forgo the strike, in favour of a reading of Epicurus in the university. It is to order a measurement, of 
worlds and principles, in a cigarette. It is to operate on style. Finally a genealogical frame to work in. The 
genealogy is biography, is family and discontinuities, and the frame of genealogy is that I have an 
episteme. It is then to be specific, or in the case of this author a descriptive intellectual. It is to order a 
relation, to Marxist militants, or artists in a universal judgement on art. There is the style of the 
intellectual, there is his forms. 


Therefore if in a direct reading of class struggle of workers, we find a social regime of arts. In the case of 
intellectual specificity, we find a intellectual art. It is symmetric, and is part of the descriptive relations 
between elements. Elements being the worker atom, the liberal atom of individuals, the Marxist atom of 
organic intellectuals, and Saidian intellectual, or the atom of a filmmaker, or the atom of a scientist. All 
these elements in a descriptive set of relations, that is an existential operator of how workers and organic 
intellectuals, intersect with the specific intellectual in a university occasion of a worker's history. Finally 
working on a working class history, is to study the becoming of workers, and the production of the work 
of history is part of the aesthetic regime. In which finally there is a transcendental re-ordering of 
classifications of workers, and a transcendental shift in the aesthetic regime, of a direct reading of this 
individual praxis, as constituting the big break of Ranciere's Nights of Labour, where worker is an artist, 
or militants are intellectual. The aesthetic regime proper commences when it is the order of French 
culture, as the French intellectual and politics, and workers intersect in a new regime of aesthetics and 
politics. The descriptive set of relations that accumulate in a complex network, of coalescing around the 
event, is the complex relations between workers and philosophers, and women and poets and artists, that 
configure a world, that becomes a descriptive set of relations, such as the transcendental measure of 
women as artists, and workers as militants, and artists, and intellectuals and philosophers as activists 
and militants, this descriptive set in India requires the exclusion of workers as artists part of the 
descriptive set, because there is no worker who is equal to the woman and philosopher, unless in a 
diagonal they meet in Islamic traditions. If there is ordered a set, woman artist and worker artist, the 
worker and woman equality is possible only in a militant form. Therefore the problematic is that of 
woman, worker, philosopher in as was noted a descriptive set of relations. The descriptive is a narrative 
intelligence of the perfection in history, required for the form to be a micro-organisation of le politique 
that then organises a singular form, so the descriptive set is at one level, a complex relation between 
elements or atoms, and at another level a second-degree relation to ideology or formal narrative 
complexities. Till the singular is constituted, as relational singular, that is the singularity of a work of art 
as that of Malevich, is finally the complexity of social relations between elements that coalesce around an 
event. The event is that of a political organisation of a strike, in this descriptive set. 


Exception II: Agamben 


If the aesthetic regime of Ranciere and Sirohi, is finally a transcendental aesthetic regime, based on 
direct stagings of the people, and strikes, and minimal and maximal forms of demonstrations and 
historical movements, and if Foucault orders a distinct relation to the transcendental regime by opting 
for singularity and form of a set of relations at the level of art proper, or even Malevich or Godard. Then 
Agamben is the order of things in a complex theory. There is the transcendental regime proven by this 
theory. In relation to this theory, Agamben's whatever singularity, coming community and identity and 
exclusion, and the theory central to his work, the exception. Is to order a topoi of relations, where the 
exception is not a simple exception - worker. But a real state of exception, Maoist tribals, or dalit people 
in India. In Palestine the refugees. In France the sans-papiers. These exceptions are in a topoi relation to 
the Agambenian formalist. The Agambenian organises the transcendental regime in a similar to Foucault 
structure of singularity, as whatever singularity and topoi to the form of politics. It is finally all situations, 
all exceptions are in search of an adequate form. It is a Foucauldianism, that finally the argument is a 
singular form. It is a formal content in Hegel, in Agamben it is a question of form. 


Exception III: Zizek and Badiou 


There is a transcendental regime of aesthetics, which brings Zizek to the Badiouian question of form, as 
finally, the operation of contingency and decision in a democratic gathering, with its third parties, as the 
Laclau and Mouffe group dynamics of Sartre's concrete assembly, it is then the free praxis and time for 
revolution, and then finally the form of Agamben, all constituted as the form of a situation, in its form of 
St. Paul with contingent decision. 


All these three Foucault, Agamben, and Zizek and Badiou, operate on micro-organised politics, or the 
question of form. It is finally, to Rancierean theory of aesthetic regimes, to organise the direct reading of 
forms, and their consequences for the aesthetic revolution of the modern period of the worker in the 
Nights of Labour, and the aesthetic shift towards modernism. If there was the worker politics, and 
peasant politics and mass politics, these forms of singular politics are finally in what relation to art and 
politics. It is clear that the Situationists order the transcendental of politics, and even art. It is clear that 
forms of art and politics and theory, as the previous book A Draft, suggested, a organisation of the 
transcendental principle of aesthetic regimes. It is clear that art and politics and theory, is the Badiouian 
Organisation Politique. Finally it is the route towards absolute singularity. There is no marginal form 
possible unless at level of universality. It is then finally a aesthetic and political debate. It is finally to 
order a transcendental shift in the regime of arts, even with feminist politics. These shifts in aesthetic 
transcendentals are reflected in the artistic epoch, and in policies of the state, and finally in resistance to 
the microphysics of power. 


How do we order the transcendental? 


Worker's history in India: 


In Mumbai there was a worker's movement in the long arc between 1900 to 1989, this periodization is of 
course under the aesthetic regime a order of transcendental shifts in aesthetics. It could be ordered in 
three periods already, the period of independence and worker's struggles, that ordered the social drama 
of the Nehruvian period and relates to the transcendental shift in the modernism period of Ritwik Ghatak, 
Mrinal Sen and Satyajit Ray period which is based on the principle of Indian neo-realism, that depicts a 
situation of a woman, in Mege Dhake Tara, and a intellectual thinking of subaltern movements in other 
Ghatak films, and in Satyajit Ray the organisation of the time and life of a middle class individual, from 
the village and countryside where poverty is stark and described and until the modernism of Apu in 
Calcutta is found in his will to be a writer, and in coming of age or bildungsroman. This modernist neo- 
realism, is finally the aesthetic transcendental of worker and peasant movements allowing the shift to 
Ray's modernist enterprise that reflects the ordinary life of the poor and modern life of a writer, in a 


regime of aesthetics opened by social movements and intellectual climates of Marxism. If read from 
below, the workers movements of class struggle in Bombay and Calcutta and other places, including 
Lucknow, are part of the cinematic modernism, insofar as the very operation of a take, or shot in a still 
distant montage, is possible only if ordinary life is depicted in a logic of distant and expressive montage. 
The birth of the montage in Ray and Ghatak has to with the ability to relate poverty with the civilisational 
ethos (Ray's writings on cinema) and the poverty with a woman figure's becoming (Ghatak), such that its 
analogical form is a situation of workers’ and peasant politics that is part of the narrative of a ethos or 
house, such that even a distant montage shot becomes possible. Its possibility is based on a principle of 
formalism, that has its conditions of existence in a shift in the transcendental towards modernism, when 
workers and peasants were granted access to the high and fine art of cinema, with a intellectual 
montage. After this period, the 1970 - 90 period of class struggles in Bombay and other parts of the 
country, ordered a transcendental shift to gangsters and Shiv Sena politics, and the end of major class 
struggles in the city, with Naxal politics in the countryside. This opened the transcendental shift to 
Mumbai Noir and films of class struggle in parallel cinema. Even as melodramas dominated the 
mainstream cinema based on proletarian characters and then bourgeois characters, as a shift in the 
transcendental towards the return to an ethical regime with aspects of the worker aesthetic regime, as 
the compromise of a new ascendent bourgeoisie and decline of workers' class struggle, and smashing of 
unions. There is in the present a class struggle in the countryside and a class struggle in the Delhi 
suburban side, that has opened a French gaze on Indian cinema in relation to worker strikes covered by 
French newspapers, and intellectual cultures in India, along with Naxalite struggles in the countryside 
and worker's struggles for shifting the transcendental towards artistic forms, even as a recent film 
Bombay Velvet depicts gangster and working class politics. 


Aesthetic regimes and epistemes: 


In the shifting periodizations and linear sequence with a return to a previous regime, and the 
organisation of the classical form of the first part of the book, on art history. There is a sequence and a 
shifting between periods and artistic forms, with continuities and no historical necessity. There is no 
necessary stagist periodization, even as there is a period and its regime or episteme. The removal of 
historical necessity, bound to teleology, there is a free flow between the past and the present, the present 
and the past, there is also continuities between forms and analogical anamorphoses. There is a complex 
logic of free-play and flows. There is finally the situation of intellectual oeuvres and these genealogical 
and historical continuities and free flows. Such that there is a relation between Benjamin's Arcades 
Project and Deleuze's writings on Difference and Repetition such that the flaneur in a Arcades is similar 
to a singular post-modern individual in a gathering or party, speaking of music and cinema. There are 
shifts and continuities between Marx's writings on The Class Struggles in France and contemporary 
Ranciere on the workers of the 18th century in Nights of Labour. Finally how does one write a class 
analysis in the present, that is a labour history in the Thompsonian sense, that is reflected even in 
Althusser's passages on Reading of Marx's Capital in Lenin and Philosophy. 


It requires a periodization, of workers in a strike, a detailed reading of the sources, of the Factory Act of 
1924 in India, and the reports of strikes. There is in India an obsession on how to grasp workers' 
subjectivity if there are no writings by workers themselves, how to read the sources for their autonomous 
history. It is granted that praxis is an aspect of theory, and therefore the praxis of the workers organises 
his subjectivity or consciousness. There is Dipesh Chakrabarty's argument that workers were culturally 
bound to be opposed to a clear class consciousness, in the sense of a working class because of communal 
tensions and religious strife. It is clear that the worker then possessed no unitary consciousness. Also 
capitalism could not succeed because of the indisciplined workers and the failure of competition among 
capitals. We could however argue that capitalism requires competition to fail if it is phenomenological 
the interaction of capitals, we could then argue that workers are subjects not in a consistent stance, but 
conjuncturally. That is there is no single worker consciousness throughout history, because worker's 
consciousness is expressed in strikes, and therefore no worker history without a worker's strike, very 
similar to Badiou's OP talking of the figure of the worker. Therefore the history of strikes, read in the 
drama each, and others, all mediated by praxis, and therefore consciousness of praxis, and therefore the 
early 20th century worker's strikes that were sporadic and linked to incidents of killings of managers, 
and crimes, and other strikes of minimal kinds, with no general expression of antagonism. This early 
twentieth century worker in Indian history, is a worker subject, that organises a strike, and deliberates 
on wages and conditions of labour. There is here the aesthetic regime of workers, unorganised, not yet 
communist, but similar in a continuity or resemblance in a comparison with the 18th century worker of 


Ranciere, what then did he do in the nights? In a lyricism it is possible that workers drank, as Benjamin's 
intoxicated workers, it is possible that they committed crimes, like the Benjaminian thieves. It is possible 
that workers, were just subjected to rhythms of work and discipline, the Thompsonian clock-time 
workers. It is possible that workers were migrants, like the Marxist writings on migrant labour today in 
India, which begins in the countryside and destinations to construction sites, even as Marx himself, a 
philosopher who was a migrant. It is possible that workers were part of a shifting series of ensembles. It 
is possible that workers were reading pamphlets somewhere. It is all lyricism. It is possible that workers 
were striking, as reported here and there. It is possible that workers were informal and opposed to the 
discipline of labour, at least in covert ways, as Chakrabarty's image of workers' in Calcutta jute mills, 
spending time in a break from labour in a compound which relates to James Scott's Everyday Resistance 
and Weapons of the weak. It is possible after Chitra Joshi's work, to say that workers were in Kanpur, 
part of the leather industry where they had some unconscious thoughts on the bourgeoisie, and textile 
mills where worker's strike in a series of strikes between 1916 - 1919. How could we know what workers 
were unconsciously thinking, there are no documents to prove their line of reasoning. But there are a 
series of incidents, there is the basti or slum, where workers were plagued with diseases, and dirt, there 
was the unemployment rate of workers, there was the wage rate studied in statistics by Chitra Joshi, 
there was the incident of strikes and organisations at beetle nut paan stores. It is clear that workers were 
poor, and lived in conditions of poverty, and were informal in general, and their thoughts on the 
bourgeoisie could be clear and antagonistic in the strikes, or in some cases from the forms of 
unemployment, just vagrant thoughts, much like Benjamin's vagrants who preferred intoxication to work, 
much like Aman Sethi's A Free Man, where migrant workers sit in a workers' pub and drink all day and 
all night. What is the truth of the workers themselves? It is all a shifting ensemble of workers across the 
world being labour-personified according to Marx, there is a similarity, in India and Europe, there is a 
shifting ensemble of workers. 


What are these sets of possibles, they are all real. Perhaps no sources, but certainly comparatives and 
mentalities. The worker is a form of consciousness and praxis, these praxes are all indicated by sources, 
certainly and by aesthetic regimes. The regimes of aesthetics, of workers in bastis, dirty and plagued 
with diseases is a worker in distress, but also a bit taken by those forms of dirt and bastis. It opens a 
aesthetics of capitalist denunciation of workers, there is only the world of labour sealed off from the 
world of the bourgeoisie, but there are shifting ensembles. Some workers were Dalit, and some upper 
caste, there is a worker figure, in Europe, but in India it is complex, but perhaps then a comparison to the 
American workers, distributed between black workers and white workers an analogy to caste, is race. 
Therefore though workers are distinct world over in a comparison there are always structural 
similarities, because as Marx argued and Poulantzas knew well, it is a global bourgeoisie and a global 
proletariat, in its very structural form of individual capital and systematic capital. There is a capital- 
personified and a labour-personified, it is the tragers of the capitalist world. But trager's don't exist, 
unless they are understood as Benjamin's figures or representative figures, a theory of Ideal-Types in 
sociology, with concrete determinations of these types. It is like saying there is no university type, no 
historian type. Certainly the historian exists, but there are differences between historians, sure but there 
is labour history, and labour history is united in its distinctions. The identity of a difference, is the play 
between identity and difference. It is dramatic, that we are different, it is singular in Difference and 
Repetition by Deleuze, but there is also in history the ability to generalize, there is workers, they are 
different, each singularity exists, but there is the possibility to generalize, this is Hallward's exception. To 
take a situation, a worker and generalize. In the present there are two tendencies the singularising and 
the relational. There is however in this work an attempt to singularise precisely as universal and 
relational both. The singularity of a post-modern kid listening to Godspeed You Black Emperor, is linked 
to his Indianness of course, but also to his Americanness and Europeanness. How then do we grasp the 
Indian singular, the Indian modernity. It is the difference, the lilt of Hindi and English, the interstitial 
agency, the postcolonial problematic. 


In the worker there is a slight inflection, a slight saying that "Inquilab zindabad". It is then a study of 
language and poetry, the singular is an Urdu modernism, it is also a Hindu worker, if we imagine or 
portray him in an Urdu way, that is the politics of modernity, and its complex negotiation of identity and 
difference till it is the operator of singularisation. Perhaps there is an Hindu modernism, it is of course 
Satyajit Ray's claim. It is then possible to read the Hindu form of life, in its reclusive and ascetic figures. 
There we find of course the ascetic Hindu, but he is part of Universal history as the monastic Christian, 
but in his singularity, the ascetic Hindu, is part of a different tradition, then the differences in 
comparison. The differences are great, we are a colonized nation, there is no common language, there is 


no common staging of the people, nothing in common, the Manichean world, of colonizer and colonized, 
Fanon. There is the Absolute Other, the colonizer, and there is an anti-colonial resistance or perhaps 
recoil. But Indian history does not have these forms, it is more interstitial agency, of middle class Bengali 
intellectuals speaking in Bengali and English, or Hindi intellectuals speaking in a prose. This interstitial 
agency, this absence of division, either p or non-p, and classical Aristotelean grammar of class struggle. 
Then of course we must argue that there was a complex negotiation between European and Indian, if 
they were not in consciousness the absolute Other, except at times. This persistence of a comparative, 
based on interstitial agency, is grasped if we compare the differences not absolutely but complexly. It is 
the mix of Europe and India, that constitutes Indian modernity, there are tropes we can borrow from 
Europe, the tropes of clothing, and styles, trousers and suits, of the modern Indian, and the classical 
attire of Indians, all of this is a social history of Indians. But there is the interstitial agency of it, all these 
organic workers, and their class struggle, and interstitial agency worked there in a interstitial 
arrangement of class struggle in Indian forms, and Indian language. They were local forms of culture and 
theatre, but this interstitial position claims the interstices is Indian. As Epicurus knew of course, the 
interstices is where the Gods dwell, and is part of the space of Marx. It is finally a interstitial position, not 
of the Hindi or English Indian alone, but also the French person who was not colonized but was facing a 
similar dilemma in the notion of capitalist modernity which interiorised colonialism in Algeria. This 
situation can be compared to Indians in relation to Kashmir in a different period, but hence the shifting of 
times and similar regimes. Identity, similarity over difference, but with a play of difference and identity 
resounds. 


The subaltern studies project eventually argues that there is a colonial and colonized situation in India, it 
is a different history and condition. But this is not an anti-colonial perspective, because there is no 
colonizer and colonized grammar in Indian politics of a sharp antagonism, yet the antagonism to colonial 
power remains, and we are Indian by difference and there is no common ground, so were Indian and you 
are European, and that's the difference. Yes, it is a difference. But is this difference not universal? No it is 
not, it is different even in its universal. Then every universal is different. Yes, we are alternate modernity. 
Yes but if the universal is different, then the notion of difference is universal. That is not the proper line 
of reasoning. It is a simple deadlock. Yes but the deadlock is universal, as you said, just that it is not a 
Indian contradiction, but a universal dilemma of capitalist modernity. But the deadlock is different from 
different traditions. Yes, but that is the universal condition. Yes but that is not accepting our difference, 
what about European difference (Zizek). That is a colonizing difference. Is it particular or universal? It is 
universalisation. But that is the deadlock Europe prescribes. As a universal deadlock of the very notion of 
modernity, for which you find particular answers in relation to universal deadlocks, and this competition 
between particulars, is not the proper structure of difference even according to you, it is a universal 
difference. A UNIVERSAL difference. Not a particular difference, but played out as particular differences 
in relation to the Universal. Therefore bracket histories, of India, Latin America, Europe and Africa, but 
we are in the same position, with different answers, and particular modernities, that compete against the 
Universal, and therefore minimally can compare the difference, because it is universal. If it is particular 
differences that we strive at bringing out there is no general container, or generalized category, and so 
there is blooming buzzing confusion of Indian class analysis and European class analysis that is a 
discursivist stance, on categories that are universal, and not only particular. There is a dialectic between 
universal and particular, such that a European person is similar to an Indian person with similar 
attributes, such that differences singularise a poetics of interstitial agency that is properly the status of 
the cogito, as empty universal, or abstract universal, and is properly interstitial and therefore inflected in 
an Indian way which is beautiful, but so is the Spanish culture or the Argentine culture if reflected on. 
These are finally universal judgements on artistic creation, what does respect for the Other mean when 
we are judging a work of art? The absence of reflection in the sense of engaged and careful comparison 
and ironies of neo-colonial and comprador colonial situations within India in the present is the 
commencement of subaltern critiques. 


Politics and Aesthetics - Regimes of political and artistic types 


There is a theory of types beginning with Plato, but organised by Althusser as well. There is of course the 
Arthashastra proclaiming in Indian studies to be a theory of types, but it does not operate at the level of a 
theory of types unless it can characterize a comparison. It is a particular notion, of shastra and other 
such Sanskritized-Hindu terms that is allied to a body of philosophy that organises a notion of empty 


universals such as the whole, and is operative as a partial discourse of educated Brahmins, with a notion 
of aesthetics similar to watching a mythological narrative, which is deemed classical in the Mahabharata 
and Ramayana, which is deemed to be our Greeks, when the Mahabharata and Ramayana are clearly 
power relations operative in a formal sense. It is finally etymologically and genealogically related to 
oppression and even the worst metaphysics of Upanishads, that operate on principles of extreme 
antagonism to Dalits, that is the outcastes, there is a state of exception in these texts far more coercive 
than Roman jurisprudence, the present Western dispositif. It is more apt to search for our Greeks in the 
Islamic period, that organises a discourse of Islam against popular communal prejudice. 


The theory of types in Plato has one exception the craftsmen or artists do not belong to the Republic. But 
this is a dialectical exclusion, as these outcastes, the artists are not part of the space of the Republic 
precisely because there is no consistent position possible as an artist. An artist is finally the figure of pure 
subjective expression, which the Republic names the Idea of a Poem, that is the highest Idea. But what of 
this outcaste, the artist, he must be an inconsistent position within the ordered edifice, to organise a non- 
order or diversity in the principle. It is then democracy of the artist, not the Platonic communism, except 
there is an infinite play between the artist and the Republic, he must be not homo sacer, but the principle 
of communist authority, he is the whistleblower, he is the privileged actor in the Republic he is the 
people. Hence the relation between art and democracy and art and communism. The aesthetic regime 
knows only universal judgments, it is not forcible on the people according to Kant, and the Critique of 
Judgement, but it can state a position. Finally, the aesthetic regime of comparisons, flows, continuities 
and time-lengths and time-spaces, are all the Platonic types of personifications, or trager's in a complex 
of elements, that is the theory of elements, where principles of women and homosexuals, are part of the 
diagonalization of the republic. It is not a simple hierarchy, it is not a corporate order, it is a complex of 
positions, elements and classes, organised according to inconsistency and dictatorship, democracy and 
communism. Perhaps that is the answer to the contemporary problem of power. It is an empty place in 
democracy, and the demos is in power, but the representative must be democratic, or responsive to the 
will of the people, that is not simply prejudice but the common will of the poorest, or the demos will as 
democratic, that is the will of the people that is common, and not particular interests, the Rousseauist 
common will. But as Marx and Montesquieu knew, there is a discrepancy between particular and 
common, such that every common is stained by a particular interest at times. Therefore which particular 
- common, the will of the people is essentially artistic according to Plato's Republic. The artistic, le 
politique must decide, hence the singularity of protests, hence the demos, as artistic subject. 


Aesthetics is a division of the sensible in Ranciere, that organises a sensuous dispositif, that prevents the 
axiom of equality in the division, it allocates a power order of times and places, roles and structural 
power, such that the worker is a worker, and the bourgeoisie is the bourgeoisie and there is no people we 
are all tragers. This of course from the history of protest and non-trager deviations or heresies of the 
workers not behaving as the working worker, but the intoxicated worker, these heresies have to be 
traversed in a politics that is aesthetics. Therefore the will of the people as axiom of equality, and le 
politique, the act of the staging of the people, demonstrations, mass politics, all of the expression of 
equality against the principle of power which in its very form, operates against the demos. Hence 
anarchism, the no-rule of power. This anarchism of course is that of pure politics, the demos in a 
emancipated spectator. In Plato of course, the anarchism of a popular fraternity, is linked to a certain 
artistic demonstration. The link between artist and inconsistency, is the principle of anarchism, but also 
communism, as the horizon of ordered transcendentals and types, that organise the people in a will, of 
judgement, that is the judgement from power that democracy and demos will be convened, as an artistic 
expression of the axiom of equality and the formal principle of the vertical master. The Master states, 
that finally there is a need to judge the work of art, as a axiom of equality. Let there be true democracy, 
that is power as a principle that exists, to be organised as the diagonal of inconsistency a subjective cut 
from Sirohi, it is a politics of workers and the people, in no-rule organising the Paris Commune, 
subjecting power to a recall. A second type of subjective cut, it is a Leninist leader organising the masses. 


Worker's History and Aesthetics: 


It is clear the workers in America, the black workers found a form, Jazz in the 1930s. It is the structural 
comparison to folk music of Woody Guthrie in a similar period. In England there were also folk 
expressions. In India the comparison is the folk forms of the countryside that became a mass form under 
the Naxals in the 1980s. This temporal lag between America and India, is the lag of a social formation at 
one level, but there is a social form of music and theatre in the 1940s, named IPTA. The organic 


expression of workers or peasants in cultural form of music or theatre, is the absence of general tradition 
of cultural forms. There is however the Islamic traditions in India, with their aforementioned forms of 
singing and culture. The temporal lags between a worker music, and a non-worker tradition, is the 
essential aspect of forms, and social cultures, It is however far more important to discuss aesthetic 
regimes in India and the West. There is a formal operation on the folk culture in Europe, towards the 
organisation of aesthetic regimes of the workers, in the writings of EP Thompson. He argues that the 
Making of the English Working Class, had a a trajectory that drew from the Luddists to the parliamentary 
representations of labour, to finally the forms of labour engaging in protest culture, and ordering a 
transcendental in British culture towards the working class. This becoming of the working class into a 
distinct culture and identity, that is made in social processes of strikes and politics even cultural forms of 
politics, is the making of the English working class, the use of the term making, as if it were the 
potentialities of the workers being realised, is essentially a potentiality. In other traditions of labour 
history, the making of the class is relegated to its events beyond potentialities. It is the comparison 
between finally, the French Revolution and the workers and peasants. This shift towards, the rupture 
beyond potentialities and the organisation of a people, such that it is a Jacobin time that organises 
contemporary theory of history is to read Sophie Wahnich. There are three selected pieces of her oeuvre, 
that define the ontological quality of the Jacobin period and its consequences for the 19th century 
invention of communism. It is the Liberty or Death work, where Wahnich argues that in the time of the 
French Revolution and its circumstances, the decision to side with Terror whas a structural comparison 
to the situation of September Massacres that is organised in a dialectical narrative by Sartre in his 
Critique. He argues that the zero-point of apocalypse ordered the time-sequence of the French Revolution 
from the Tennis Court Oath, to the September Massacres to the storming of the Bastille. This synthetic 
description of the time of the French Revolution is its dialectical character. In a phenomenological 
narrative, there is I would operate in a diagonalized manner, to claim that the principle of Terror was 
operative in the very formation of groups and assemblies, and a series of revolving thirds, in the 
organisation of a narrative that was the instances of temporality in their horizontal assemblies and 
gatherings and crowds, and women armed with pikes, and the instances and levels of complexity in the 
armed squads was a spontaneous fused group, with levels and instances of the national situation with the 
King proclaiming a counter-revolution and foreign troops, and these verticalities and aspects of the 
whole, were organised in a French Revolution, of the masses recognising themselves as part of a 
revolutionary mass uprising, when distinct groups, clubs, sections and armed committees, formed and 
through the Great Fear in the countryside, developed a heated fused principle of operation, the people 
were armed and that is the fused group. It is impossible to analyse these times objectively as a measure 
of three major classes in the history of France, as The Coming of the French Revolution by Lefebvre, 
seeks to analyse. It is not an objective situation, it is class struggle in a subjective designation of the 
objective. It is finally the Absolute of radical negativity, because there is a principle of violence in the 
Jacobin Mountains. These qualities of intense armed struggle, and peasant jacqueries, and even Terror as 
espoused by Robespierre, in the period is organised in the cinema of the period, which is the third 
structural comparison to The People Were Patient by Wahnich, where the quality of ontological void and 
incompleteness is part of her narrative, as petitions and proposals of the people stood rejected and 
unheard by the King. The organisation of apocalypse is already in the period in its aesthetic regime, that 
is comparable to the temporalities and subjective modality of objective class struggle, and the 
constellation between the Jacobin Mountains, and Girondins, as the inter-constellation between the 
people and the organisation, the Committee for Public Safety. There is a order of people and insurrection, 
because the Jacobins were part of a historical aesthetic regime that determined in the transcendental a 
measure of quality and quantities and contradictions and a dialectic, that shifted the regime towards 
modern democracy. It is the aesthetic regime of a historical drama that organised the will. There were 
aesthetic regimes of modernist art discussed earlier in the book, The Death of Marat, that was carried as 
a flag in a demonstration by the Jacobins. These aesthetic regimes are related to workers’ politics 
distantly, in the sense that there is no instance, or level or subjective intensity as radical as the Jacobin 
period. It is however part of the discourse of Trotsky and Lenin much later. The period after the second 
world war, turned into an ethical bias reflected in Furet's work which is the deletion of revolution from 
discourses. Liberal arguments trace the terror as tragedy and catastrophe of ethics. It is only with the 
present after Foquismo which is critiqued as a tragic armed struggle in Latin America that followed the 
Cuban revolution, in a Critique of Arms. Then there is Maoist politics in India, that organises a radical 
debate. The position of the intellectual or philosopher today stands with Jacobin history. It is as Zizek 
perceptively noticed in another aspect or comparability across times, that Coriolanus is today's Jacobin 
predicament. There is an imperialist state power, an organisation of the people, and an armed struggle in 
the south, with Coriolanus as the egotistic leader of the the imperialist army leaving the army for the 
people's army, and in the middle exist the anarchists and civil liberties groups wedged between 


imperialism and armed struggle. In a perfect execution Coriolanus is murdered by Gerard Butler's 
dagger, for giving up on the principle of armed struggle. Butler is of course part of 300, the Spartan film 
on class struggle. There is therefore a clear indication that there are tensions in class struggle today. It is 
the expansion of worker's history and politics into the domain of Terror, which is a discourse organised to 
defend the far left. The far left in India is structurally on the side of anti-imperialism and unity with the 
workers in a Maoist revolution for the overthrow of the state. In this sense structurally the Making of the 
English Working class with its vertical and horizontal temporalities and organisation of the place of 
parliamentary democracy and liberal institutions, is conterposed to a Jacobin and worker history, that is 
part of the French revolution in the participation of the sans-culottes, and is today compared to the sans- 
papiers. It is to suggest that the French revolution is the ultimate bet, it is authentic or not. In the 
organisation of a workers' history, its declination to the people and the peasants is part of a tradition one 
could name general history. It studies the relations between two elements, workers and peasants, or city 
and countryside, the contradiction is grasped when this structural relation is in its wider social relations, 
and structural instances and levels and structures and determinations, a organisation of the people and 
the workers at temporal lengths and breadths, and social classes that are subjective in modality making 
Banaji's empirical criticisms almost invalid, till the dialectic is grasped in moments of a circle of praxis, in 
charged fused groups, that extend to guerilla praxis in what Sartre mentions is a type of fused group, till 
the length, breadth, cultural peculiarities of say the Bihar gangster culture in Dhanbad, taken into 
account required armed cadre at least in the minimal and the organisation of the people, in their 
temporal and objective classes in a wider history. 


The case of Indian history is grasped not through an idealisation of Gandhi, the Prince, of a passive 
revolution opposed by Gramsci to a national popular movement such as that of the Jacobins. It is the 
requirment to study, the Indian historical situation in the early 20th century in terms of an aesthetic 
regime, of workers, communists and peasants, in distinct temporal sketches and ekstases of armed 
struggle in Telengana and Tebhaga that stretch into worker's strikes in Mumbai and Kanpur and other 
places, till, the vertical and horizontal organisation of the masses was precluded by Gandhi's and Nehru's 
maneouvre in hegemony on the other organisation of instances, levels, determinations, structures and 
practices, there is a practice of high politics and real politik of round table conferences with the British 
colonizers, which introduces the breadth of Congress and Gandhian politics, there is the practice of 
exclusion of Ambedkar and pure dalit politics in favour of Harijans and the principle of social existence of 
dalits, and there is the instances of calling for a single Hindi language over Urdu and Hindi, there is 
temporal and classes breadth of the Non-Cooperation and Civil Disobedience movements and in Uttar 
Pradesh as studied by Gyan Pandey the ascendancy of the Congress through a controlled tactic on the 
people, and there is the patron-clientistic tajectories of caste politics in the organisation of the masses, 
implicit in the absence of dalit leaders, and there is the whole temporal organisation of the mass of civil 
society of Indian people and peasants towards a counter-movement to the communists that organised 
what is a complex hegemony. This hegemony also separated from workers in the tactic of generalization 
of strikes as noted by Sumit Sarkar, and the organisation of this temporal praxis, was to lead to partition 
because the contradictions, remaining un-conflictual were displaced onto communities of religious 
communalism, finally because there was no sharpening of contradictions in their real state, of class 
struggle against colonizers and capitalists, instead shifting towards what is in Europe in another time of 
the present anti-immigrant right wing populists (shifts and continuities of regimes or conjunctures), a 
contradiction of workers and capital, made horizontal and passive and established as not a contradiction 
that is active and therefore finding its enemy in other workers or immigrants, as the index of resistance 
turned into another ideological form, that was in India religious form. This was to be repeated in the Shiv 
Sena's ascendance in Mumbai, as the ideological obfuscation of class struggle. In Gandhian politics, the 
horizontal organisation was a discipline of satyagraha and ahimsa, which organised a passive revolution 
which is in actuality a form of social transformation without changing social relations, that operate on 
conflicts by horizontalising its structure, determination and level, which ends up leading to the temporal 
breadth of antagonism, if the Hindu Mahasabha and RSS which were paralell organisations against the 
Muslim League that dominated high politcs along with Congress under Gandhi and his companion and 
modernist development thinker Nehru, that organised the discourse of national liberation, until, the mass 
group of movements under Gandhi and high politics in common terms Divide and Rule of British power 
not challenged, that ordered a temporal antagonism expressed in religious form of the central ideological 
debate of high politics. The difference therefore between class antagonism and class struggle, the real 
social existence of a principle of antagonism due to real conditions of existence, and hegemonic passive 
revolution, social change without real social change, leading to a compromise and tragic consequence of 
a mass politics and its temporalities. 


How then can we compare the French revolution and its organisation of workers and the general will, to 
working class politics that is not a simple becoming but a social principle of violence necessary for actual 
change and democracy, and this Gandhian form. It is in the end the difference between violence for true 
change, expressed even in Fanon's anti-colonial struggle and discourse, and false change under Gandhi, 
with the same amount of violence in consequence. The violence of history, is finally interpreted by Sartre 
as the cyclical pattern of social movements, that necessarily require violence for social change. There is 
no major ethical shift from Sartre's writings on Fanon, to his Critique, although the Critique at times 
sounds like an ethical crisis of institutionalisation of fused groups and the need for horizontal democratic 
cultures and forms. That is of course, true but is also a principle of the subjective and objective 
totalisation of a movement that determines contradictions and praxical resolutions and theoretical forms 
comprehending the ethical force of circumstances in which Beauvoir and Sartre studied Algeria. 


So what of aesthetics? It is a matter of grasping a historical uprising as part the instance of October 
Revolution in Lenin and Trotsky's times, there is also of course Mao Zedong's times. Aesthetics is a 
principle of the demos and the artistic subject, not an aestheticization of politics (Benjamin's thesis on 
problems of art and politics), but politics as aesthetics. It is aesthetic because there is a social principle 
of dramatism, and dramaturgy in the uprising, it is finally related to Ernesto Che Guevara's 
Reminiscences of the Cuban Revolutionary War. It is a dramatic and formalism of fused groups, which in 
Sartre play the role of anything from a Marxist and Anarchist group of stylish intellectuals, and cafes and 
councils, and journalisms, and finally the aesthetics proper to Marxist politics because it is a concrete 
expression of a demonstration in its mobilization of at least a minimal antagonism, that is the art of the 
fused group that Lenin mastered, and the le politique of the New Left philosophers grasp, as the present 
post-colonial and post-historical situation of democracy and non-antagonistic contradictions that are still 
turned into antagonisms with the police and state power, but also with friends with the riot police after 
the protest. These cultures of democracy are finally a post-colonial cooling off. It is in the previous period 
not possible because of the extreme antagonism between not just cultures, but structures of what Arrighi 
called a mode of production based on unequal exchange that created a framework of colonial power a 
capitalist expansion that organised imperialism and the scramble for Africa, and racism and intolerance 
and power without an empty place of power. Finally today we are democratic, the Brechtian equality of 
the modern world. 


Aesthetic regimes, Epistemes, Conjunctures: 


There is a history that is determined as a history of conjunctures. Conjunctures is understood distinctly 
but also similarly by ordinary historians, Sartre and Althusser. There is the conjuncture, in Althusser the 
material constraining of conditions of possibility, much like an Episteme, that is a conjuncture is the 
history of an attribute in Spinoza, that is an attribute to a totality, that is an attribute or intellect, either 
finite or infinite, that is an infinite intellect as the essence of a totality, there is a infinite structure of the 
conjuncture. It is entire and complete, all the stances of a theoretical conjuncture as organising a 
complex series of stances, positions and tactical-strategic formalizations of a period, in a temporal index 
of effectivities that are strictly a complex moment of a praxis and theory. It is finally the phase of a 
totality, with multiple phases and structures of phases in its individual in the Spinozan sense, that is the 
essential cross-section of a totality, avoided in favour of the principle of infinite diversity, or diverse 
contradictions (Machiavelli), that order a series of stances, in praxis but more importantly in theory, 
because the theoretical conjuncture organises the place of a drawing of a line of demarcation that has 
effects on praxis, and is a dispositive of knowledge that order a sequence of politics, in its conjunctural 
state as a grasping of balance of class forces, and international crises and movements, and historical 
trajectories and possible situations of tactical applications on levels and practices. This is simplified as 
conjuncture, the whole situation of a period or phase of a diverse instances, and uneven contradictions of 
a totality, that is in Montesquieu and Hegel, the principle and nature of a totality, with its concrete 
conditions of existence. This is of course an Episteme, it is also an aesthetic regime, which studies from 
below as it were, the transcendental shifts in a conjuncture, grasped as objective situation and class 
struggle and its aesthetical form, that is always on the side of victory, or agency over structure. There is 
a place, or splace and it is with an outplace, and there is the possibilities of dialectical praxis, and 
therefore there are shifts in the transcendental aesthetical frame of the period. This is finally Rancierean 
and close to the Althusser of aleatory materialism, only when the transcendental operates on Marxist 
aesthetics and debates internal to a theory group, on the metaphysics and style and art of aleation. That 
is the introduction of a non-anteriority of meaning, and a series of contingent cuts, that order a 
intellectual style that is organising Byzantium. It compares to a Sartrean history of forms, of say Egypt, 


its formal figure of state and tributary modes of production that compare to the Indian countryside in its 
form, and therefore a more class antagonistic figure is the synthesis of a formal figure. This then 
compares to Byzantium, were according to Banaji workers existed before capitalism, and is side by side 
to the urban city and state figure, that organises resistance, as co-operationist but also historical 
organisation of resistance. The parallel histories then convene Byzantium. This type of formal figural 
synthesis is finally the Althusserian instance or level, of an aesthetical regime of the conjuncture. 


In Sartre's reading of the term and concept conjuncture, there is an almost temporal organisation of the 
conjuncture, and its necessary choosing in anguish, of the subjective truth, in a conjuncture. It is also a 
term, he compares in Search for a Method, with a Kierkegaardian Marx, that is on the side of workers or 
other victims or oppressed people, in a Kierkegaardian spirit, of existence and affinities. There is finally 
the Sartre who prefers to talk of Egypt instead of the theory of practical ensembles, and is a French 
activist and philosopher and journalist. Sartre finally in Age of Reason speaks of personal conjunctures 
and decisions, and philosophy as the principle of a guiding thread, that is the aesthetical regime of 
personal conjunctures and political conjunctures, reworking the Heideggerean principle of collectives 
from the standpoint of an individual existent or existence, and the mitsein and divisions of Being, as 
expressions of investigations and readings of a philosopher. In reworking Heidegger, he took a Hegelian 
position on the same problematic and in my terms determined it as a circle of moments of praxis and 
theory. This conjuncture is then a distinct aesthetical regime. 


What then of aesthetic regimes all the function of a transcendental frame of a period of class struggle. It 
is organised in the book, in the art history, as a definition, a definition with history and philosophy, a 
archaeology and interpretation and finally Hegelian remarks. This method, is a Pirelman form of 
archaeology. Finally it stands theorised and practiced in real history. The definition (a genealogy), stands 
for the aesthetical regime, and the definition with history and philosophy stand for its relation to history 
and philosophy and then the archaeology is just a classification of shifting times and continuities and 
frames, and finally interpretation is the organon and Hegelian remarks are mentioned here and there. 


The formal dialectic is at work here in a transcendental mode. It is a new history method. It is a whole 
book on its theory and practice. It is finally a philosophical work on art history and potentials and 
structures of what was in A Draft between Aleatory and Dialectical Materialism a method, employed here 
in one form. 


Some more art and worker histories and sociologies: 


So art and workers, there is a constellation in the art history of Picasso, Malevich, Lam and Goud in the 
unity of painters, and Firaq, Kafka and Parra in the unity of poets and literary writers, that is a 
constellation to workers, not only in the sense of interpretations and anamorphoses in their works of art, 
but also in the very frame of the worker identity. It is not a simple identity, it is a complex condensation 
of debates, and Marxist praxis and artistic forms and organic expressions. It is a identity discovered by 
artists. The worker is also an artist. In his measurements on a wall, and room, and door and windows. In 
his unconscious reception of the architect's plan, there is the worker turned artist, like Gabriel Gaudy in 
Ranciere's study of a floor layer. Is this not true of each construction worker, in an unconscious reception 
of forms. He is finally an artist. In this sense modernism grasps the worker figure, not the actual worker 
and his disciplined work, not the structural relation of a labour personified, but the structural conflict in 
any structure. It is the central conflict of a Picasso painting, where everyday figures of a woman, and a 
man, and a kitchen, is finally the drama of workers. It is the worker in a kitchen, he discusses life, work 
and wages and poverty, she cooks and listens and adds a comment, it is purely mechanical in structure a 
Ideal-Type of a mechanical relation between man and wife, this Ideal-Type will find its social existence, in 
some cases, but what lies in its drama. It is the work of a woman, her labour her perception of her lover, 
or husband and his labour. It is labour and perception, and an artistic sensibility, in their pathos, and 
unhappiness over poverty. In recent times, perhaps there is a small television in the house. The worker is 
an artist, in the Benjaminian sense of affirming poverty as the Marxist room, filled with scattered books, 
and no bed, but a study table. In the poor working class of a house and a kitchen, and a television is the 
drama of Marxism at work. There is a dramaturgy almost organically to the worker's lives. They are poor, 
but criticise their poverty and are aware of the bourgeoisie. This is organically a Marxist critique, in 
theory and practice. Here just the practice, but also an efficient theory, we recognise our subordination, 
we are aware of social forms of injustice, and in a dramatic way in a strike or in a outburst on wages, we 
are debating Marxism and politics. The mechanical relation, hides behind it a type of relation, that is 


inexpressive, that is dead, and waiting to be brought to life. It is Mohan Rakesh's novel, which in a lower 
middle class worker's life studies Aadhe Adhure (Half-time and Ordinary) the drama of a relationship in 
which there is a ordinary deterioration of a relationship in a house. This is the drama being played out, it 
is a structural configuration of the constellation to Picasso kitchen in Aadhe Adhure. 


Other Ideal-Types exist, which will find their concrete existence. There is the worker who plans to be a 
poet, or a theatre artist. This worker is finally the worker we all know in a theatre world, at least in the 
1930s under IPTA, but also perhaps the story of lower middle class working class background individuals, 
who are finally a constellation to workers proper, in their lower middle class lives, which is structurally 
part of the large and heterogenous working class in India. The division of the worker from himself, in a 
series of series, of workers that constitute the people and the workers at the metro stations, and clerks 
and government employees. What Faiz called the large and heterogeneous working class of India. These 
clerks and pions, non-teaching staff in a university, in charge of the seminar room in a college, this 
working class part of the working class proper, but aristocratic compared to the poorest. Still a working 
class structurally insofar as his work is labour and not teaching. This worker, then is part of the history of 
theatre, the artistic worker we were all looking for. This Ideal-Type is a worker in the slums interested in 
a theatre group, there is perhaps no theatre group for the worker in the slum, but there is a desire. What 
does this mean, perhaps there are workers with artistic ideas. These workers if they were to become 
artists, then the worker would become an artist, but what about the worker-intention, if we studied its 
structure, or constellation with bourgeois artists in theatre repertories, we would understand that there 
has to be a whiff of class distinction in theatre as such. This is because finally the worker-being in artistic 
situations, is an imagined situation in the repertory. It is in a worker-intention, that we study the worker- 
artist. It is even listening to music, watching a film on the television, there is a worker-interest. Workers 
then according to Picasso, and Malevich, are identities of a gap, there is more of a gap in the structure of 
the worker, because he is not what he is and he is not what he was supposed to, his status is pure doubt, 
or erasure, or non-existence. This void, at its edge is a militant figure of the worker. Worker as artist, 
worker as theorist, worker as Marxist, worker as militant political activist, so many Ideal-Types, so many 
complex tragers, for what is the worker as a figure of art. He is an ordinary object, a man, a woman ina 
kitchen, and diagonals and perspectives the complexly organises the figure as a order of transcendentals. 
The worker is a transcendental for culture as such, he is the maker with the intricate work of his hands 
and his mind, of the television and the clock. The worker is a movement between Ideal-Types, he is 
disinterested, disconnected and operative a subtraction in the worker identity as such. There is no 
worker in general without the worker subject, a figure. A Ideal-Type in statistical anonymity, that is then 
configured as just about anyone, in the history of working class protest and politics, there is as well the 
interesting insight that he is an Ideal-Type of configurations of experience, of worker-experience, that is 
finally a figure of the worker. The worker as artist, or political militant, here itself the division of the 
worker, is clear as a history of workers in Europe or India, with their own identities and difference 
operative on the structural similarity between modernism and worker-being-there. It is a formal similarity 
in a figure and its complexity. It is a complex worker subject, the general worker. It is a number of 
statistical anonymities, that organise the bodies, of a multitude. The worker is a subject. He is a thinker, 
and a Marxist, he is an artist at times, he is the embodiment of all of Marx's writings, at times. The 
worker is a militant and generic subject, of art, politics and love perhaps. All of this stands shattered and 
reconfigured in the pelting of stones at a factory or at a arcades. The worker is an ensemble of practices, 
a shifting ensemble of groups and series. 


Worker Antagonism and Aesthetical Regimes: 


In a strike, there is a sequence of politics. If sequence is the Badiouian name for an active politics. At the 
level of structure, instances, determinations and levels, and practices and configurations of experience, 
there is a sequence in each strike. Take the 1927 strike in Mumbai. There is the historical level of the 
aesthetic regime, it is a colonial modernity, take the instants of slogans and banners in the general strike, 
take the configuration of the historical level of aesthetic regime and the instant of the slogans, take a 
comparison with the general strike of workers in Shanghai Commune in the Cultural Revolution of China 
in 1967, and take the sequence of French working class strikes in May 1968, take these instances and 
constellate them to a worker militant and his organisation of a occupation. Take these instances and 
levels, and study their structural affinities to uprisings and militant Black Panther movements, study then 
their temporal organisation of a sequence in orders of politics. Take then the praxis of the survival kit of 
the Black Panthers and its insurrectional form. Take the practice of local theatre in Mumbai, and study its 
structural shift in a temporalised general strike, that organises a historical period and general strike in 


the history of the people and its variations, in minor forms of Chinese and Indian history of urban 
Maoism. Take the slogan, Mass Democracy, Direct Class Confrontation from UCFML in Paris, in the 
1970s, and study all of these forms as part of the history of communism and Maoism, till we grasp their 
structural arrangement in a praxis of Sartre's Critique as a general ensemble of workers, series of people 
and institutions of the factory and state and police all in direct confrontation in the streets and factories, 
till there is the organisation of the aesthetical regime of politics. It is in one general strike, the 
organisation of a dialectic and a praxis, with a theory, that is the constellation to artistic practices and 
theoretical practices, and the theory group of Althusser's. All of these structural configurations of distinct 
episodes and sequences active in the history of Maoist politics, and worker strikes, as an explosive 
ruptural principle in the overdetermination of a worker's strike by the general people and the victory of 
the people in a mass movement of the party. It is finally these structural determinations as part of waves 
and cycles of protest in a historical period like the 1920s, the 1960s and the 70s. These are structural 
configurations of praxis and militant strikes in a cycle of capitalist temporalities that are negated in 
favour of labour's or worker's time that is a kairos for time for revolution and free praxis that is a 
configuration of the horizontalities of assemblies and strikes and sit-ins and demonstrations and lock- 
outs, till there is a collective assemblage of worker, time and insurrectional strikes. With each general 
strike there is a shift in the aesthetical regime of politics and its structural synchronic history of 
resistance that re-organises the industrial belts, towards a synchronic structure of time determinations, 
as finally out of this world according to Hallward, but in Zizek, the instances of each synchronic 
temporality as part of a history of discontinuous levels and temporalities of the synchronic moment in the 
transformation of a dialectic that is the regime of a master, and the zero-level closure of a movement, and 
its retotalization of the structure of a movement and regime, such that there is a synchronic relation to 
the past, present and future of a diachronic level of movements and processes part of the history of 
emancipation and slave rebellions all of which order a new notion of temporality where the future signs 
are present in these communist absconditus, or Hidden God of communism in Pascal's sense. It is finally 
eternity of the idea of communism and the duration of a movement that actualises the idea, in a direct 
assembly of the multitude, and the aleatory configuration of forces active in an intervention, that may 
take hold, be brief or lasting. 


The aesthetical regime is finally a synchronic structure, which is shifting in times and continuities till 
there is a synchronic structure of art and politics, in their simultaneity and super-imposition, till there is a 
politics within art, as the forms of a artistic practice, and there is art of politics with its own synchronic 
structure, till they constellate at the level of theory, praxis and art. 


Dialectical Narrative: 


There is a dialectical narrative when structures, processes, narratives and agency operate in dialectical 
mediations of each other, which are structural processes described above in the key of agency, narratives 
of these structural processes, and agency itself as a process without structure. In agency, there is a 
dialectical narrative, that is the constellation of agency and regimes which are not the objective status of 
power and power structures, but their transcendental frame in an epoch, which causes the direct nature 
of politics and artistic practices, to organise a power, of dialectical narrative. There must be a 
demonstration, but it must not always be in the Marxist dialectical form of objective circumstances in 
which man makes history, but in the non-dialectical dialectic of agency and process, which is finally, a 
agential realism, of an act, or a politics that organises a subtraction in Karatani, and therefore, a 
movement away from power and engagement and strikes, towards the organisation of a literary militant 
culture, or a artistic form, of connectivities or simple aesthetic praxis, in the situationists, which then 
become the transcendental of politics but more importantly grasp the aesthetic nature of aesthetic 
regime, and configure a shift between regimes of ethical, representational and aesthetic regimes, in a 
new art or political experiment, that then configure a agency without structure, that is finally pure 
agency. It is as if the division of the sensible, is not the only domain of demos and will, there is this sub- 
text of artistic and theoretical praxis, that orders the transcendental epoch and its frame to shift into a 
agency form. This form then constellates to workers in wildcat strikes and nothing more. It then 
intervenes in theory with a concept of forms of life. It then shifts to artistic practices. Finally what is the 
artistic practice, of a artistic form of praxis. It is simply the three regimes of art, organised as shifts and 
continuities and flows, till forms of life are part of the debate. In this sense, it mediates the immediate of 
politics, with a detour, and a form, of agential praxis. The planes of immanence to the plan of 
organisation. The composition of workers and their strikes are more and more the ordinary history of 
totalisation. What if the real site, was immaterial labour which is structurally the dominant form of labour 


and the constellation between artists and cinema makers, which is a site of class struggle, and therefore 
there is a need to organise a form for the politics and regimes of art, to overcome their subordination to 
politics and historical politics. It is as if there could be a level or instance or determination of the 
verticalities of a movement in its aesthetical regime, and the horizontalities of assemblies and mass 
demonstration which aim at the virtual excess of the symbolic order, but what if there was a level or 
instance or determination of creative groups like situationists, which would have a level in the 
verticalities of the artistic practice and its historical level in the structure of art itself, such as the birth of 
the montage in Ray, as a index of Marxism and politics, but also an artistic practice and creative 
experimentation. This structure of art, is independent of worker's protests and mass demonstrations as 
its precise configuration and expression. There is no politics without artistic debate, for the situationists, 
it is a unity of art, theory and politics, till, the expressive Marxism developed and organised a conjuncture 
for artistic experimentation. Till finally the artistic regimes were the site of art history. 


The art history, is an index of the real of artistic practices, they are not simply an effect of politics and the 
conjuncture for instance the great shifts in the transcendental regimes of art in Bolivia and other Latin 
American pink tide movements, without the constitution of an Alea film. They of course operate in a 
virtual excess that is socially transformed by mass movements, and the end of racism, and progressive 
politics, but there seems to be no real cultural level of artistic practices. There is of course Tambien La 
Lluvia a film on Bolivian indegenous politics and the privatization of water, in the tribal zones, but there 
is no montage. What then of the creative phases of a conjuncture. What if aleatory materialism is a 
determinate judgement on theory and politics such that there is a materialist idea of logics of sense, and 
other figures, which then take politics as immediate, which must stand mediated, by the Sartrean 
universe of the cultural worker. Where are today's cultural workers trained in Marxism and Godard. 


Therefore a dialectical narrative there are objective and subjective processes part of a totalisation, but 
there is as well structural configurations of levels and instances and determinations and practices, of 
capital, finance and creative economies that organise a universe of social relations in student life and 
universities which circulate with individuals mapped with technical skills to be part of the corporate 
world in India, and therefore there is no sign of communist art. There is a universe of cultural workers 
without ideas of art and theory. This universe is finally an regime of the three ethical, representational 
and aesthetic which is an order and connection of conjunctures where politics is art and aesthetics 
introducing the multitude and the demos and the will of the people, but their structural configuration is 
finally the problem of structure, which has been resolved in this theory as a agency over structure, which 
implies that these structures, simply disappear into communist forms. It is a new kind of communism, 
which must have paradigm shifts as the basis of anti-capitalism as Franco Bifo Berardi states. It is finally 
theory, criticism, art history and worker's and people's politics, all of which have to organise a 
conjuncture, not in the Althusserian state necessarily but even in the Rancieren sense that there must be 
a new aesthetics, a new regime, which operates not on ethical regimes but newer forms of aesthetico- 
political visions. 


Therefore post-workerism and Ranciere the present debate on agency and forms of immaterial labour. 
The dilemma this book leaves you with. 


Hegel and aesthetic regimes: 


If there is a dialectic, it is a formal dialectic. Take a situation, grasp its generic extension, and therefore a 
formal dialetic, that is from here to there in a figure. In aesthetic regimes - ethical, representational, and 
aesthetic - there is the formal dialectic, of three places, and three figures, in a dialectical diagonalization 
of the three with a formal dialectic. It implies that the formal dialectic, is a figure of the two with a 
falling. It operates on regimes, as if there was a montage of a man walking, and a Le Feu Follet montage 
in Louis Malle's sense of anxiety and a walking or running past. This regime I name the regime of 
interval, intervalence and terminal. It is the regime of an interval. Here all the spaces of a regime, 
condenses on a metaphor, the fall. 


In Hegel, we have the dialectic of opposites, and a determinate absence, or negation. It is an objective 
negation. It is objectivity. It is therefore a maximal regime. It is the regime of an epoch, a place or a 
history. Take a period, an interval, and its end, and enlarge it to the aesthetic regimes, of falling. It is 
finally, an incident that took place. Not a workers' politics, but a worker that in a dramatism, enacted a 
destruction. It is a negation. The worker in negation, the antagonism of the worker, interpreted as a 


worker-figure of a deviation. Finally a worker-deviation, such that they pelt stones on a factory glass. This 
detail re-organises the aesthetic regimes, into a regime of interval. All these incidents, this series without 
a cause, or this cause without Reason, this madness and subjectivity, of the hyperbole in a structure, of 
the genesis and structure, as part of a trajecteory of the interval. It is only the most alienated worker, 
who organises a strike at a factory, by confronting the police and apparatuses in a flag hoisting, of the 
workers, and is in that sequence attacking the police and factory. Only the factory occupation. In which 
workers smash the factory gates, and appear as subjects in the factory. Only the worker-figure that 
carries a revolver, and engages with the FLN in Algeria. 


These radical instances, these moments of extreme falling. These deviations. In the end there is no 
objective judgement, only the subjective declination, or falling, or deviation, such that it is from deviation 
to deviation, that organises the dialectic. It is a deviation to organise a wildcat strike. It is a deviation to 
arm a group of workers an annihilate a policeman somewhere in the outskirts. It is a deviation proper 
when it is subtractive. The formal dialectic, with a third diagonalization or subtraction. To subtractively 
organise a conjuncture, is to begin with reason, rationality, logic, the order of the place, the regularities, 
and then to in a subjective antagonism conjecture, and engage in a subjective declaration of destruction. 
Take a university, it has its regularities, its bureaucracy, its rules, its network of power relations, and 
then a subjective destruction. A man walks, writes a slogan on the wall, in black on grey, and annihilates 
a far right activist. It is destructive but objective. 


To study such a workers' history - Deviation. 


In a classification of deviation, we find figures. Figures are unions of a element and an axiom, in a limited 
direction. Like a limited set. It is to limit a situation, in a declination. Take the situation, class struggle in 
a agrarian countryside, it must be limited. There must be a limit. The limit is a figure of the end, it is an 
ending, in Fanon's terms killing, death, murder or annihilation, or even dying, in anxiety, fragile, or even 
suicide, or falling. The limit-point of a conjuncture, is a gunshot. It is a pistol directed at a man's head and 
shot. It is a limit-point if there is a man, debating dialectics, and speculative philosophy at the highest 
level, and then rejecting debate in favour of a militant line, destruction, violence, zero-point. In Benjamin, 
divine violence. There is no workers' politics, without divine violence, a certain zero-point, a passage 
through madness. 


A workers' history of this politics. Finally the few stories of workers killing. Take 1908, there was an 
incident in Mumbai, of a worker killing a manager. Perhaps there was a group, but essentially, the 
history of this incident, is the gunshot on his head. This incident, was prepared, there was a preparation, 
there was a night. It was the occasion, of how it took place. A killing and then running off. In some case, a 
group, prepared it. Then the 1970 incident of Krishna Desai being killed by Shiv Sena. A few fights on the 
street. The regime of interval, records these incidents. The falling. Of workers in a local train, after the 
incident late at night. There were a series of workers who organised strikes, and left their job, to be on 
trains, to another city. It is these occasions that the regime of interval decides. 


As an Ideal-Type in the sociological sense, the regime of interval, records workers' speeches and strikes, 
and telephone conversations, and organising along the lines of Naxalbari. The regime of interval, is an 
organisation, of interval time. Periods in a train, periods in a mass strike, periods when workers visted 
the beaches of Mumbai, and thought of radicalism. The regime of interval as an Ideal-Type, organises the 
loaded interval. Workers in scuffles, or fights. Workers in cigarette production companies, smoking at the 
breaks and demanding higher wages in strikes. Workers who were in the neighbourhoods of Mumbai, 
organising a critique with a interval time. Workers in the 1970s, thinking of Naxalbari. Workers and 
Naxalbari. In Dhanbad in Bihar and in parts of Andhra Pradesh, and mining in Karnataka, there is always 
a gang culture that attacks workers. In Dhanbad in the 70s, workers organised with Naxals, to kill 
gangsters. The interval is the night in a room, preparing for a murder. There is as well, the interval of a 
bus interstate, to work elsewhere after the killing. There is as well, workers turning into criminals, 
because the law serves the state. There are histories in Mumbai in the 80s recorded by Gyan Prakash, of 
workers drifting to the gangster culture to offend Shiv Sena. There are histories of drug peddlers, and 
workers criminalised to becoming gangsters. There is the regime of interval in loading a revolver and 
going for the strike. There is a regime of interval, in organising the annihilation line in Naxalbari in 1968. 
There is the regime of interval in incidents such as these. In Bihar after the 1950s, a gun culture was 
organised among gangsters, to control the working class. And there are several clashes, and incidents of 
mass strikes, and gun killing of workers. In response only by the 1970s did Naxal leaders organise a 
response from workers. A ratio of exploitation, a history of class struggle. And then the interval, the 
groups of Naxals in dalams, struggling against the capital-gangster relation. There are a series of 


incidents in Bihar, along the lines of Naxals killing gangsters and supporting workers' strikes. In Mumbai 
in the 80s an underground culture of gun trade in the slums, led to the formation of a base for the 
underworld. Then the social culture of killing, shifted to drug trades and such instances of worker 
culture. In a movement of strikes the communists found themselves isolated by underworld and Shiv 
Sena politics. There were also regimes of interval of workers and migrant workers hitting and running. 
There were histories of workers in the regime of interval smoking cigarettes and discussing strikes. 
There are histories of workers and dalits organising resistance in the countryside and city. A series of 
modernist impulses towards workers in class struggle. In the present there seems to be no such 
organised working class interested in gun culture. But it is a common place in Bihar. 


The regime of interval records these structures, practices, indices and levels. As a history of gun culture 
in Bihar, there are levels of Naxal organisers from the 70s to 90s, which organised a mass strike of 
workers and in this temporality attacked the managers of capital, which in its temporal response 
organsied gangsters and gun cultures in their support, along with the history of mainstream political 
parties, from the congress to BJP, to regional parties, like the JDU and Nitish Kumar in the present, that 
organised the verticality of government power, and there were these political parties that aligned with 
gun culture and gangsters to kill working class strike culture, which then required Naxal groups to take 
up arms, and revolvers, to attack them. These verticalities and horizontalities of state and gangster and 
capitalist politics, with the praxis of a horizontal and vertical Naxal groups, involved several street fights 
and political culture of the oppressed, which ended in temporalising the plain guerillas of CPI-ML 
liberation in the 1990s. This is the regime of the interval. 


So where is Hegel in this regime. He is the thinker of contradictions, and sharp contradictions, that find 
themselves expressed in these temporalities and social forms. Hegel argues that a social dynamic exists 
between the state and the rabble. It is a symptomatic point in his Philosophy of Right. Where the workers 
exist, the rabble exists as an alternate pole to power and government and civil society on the side of 
monarchs, and government types. The rabble is alternate to the workers, and is a mob lynching the king, 
the position determining divine violence. 


These Hegelian regime, that organises a regime on the basis of an aesthetics that is fine art, and abstract 
figures, which is a figure of contradictions, is finally an expression of the pole of the people, as a Death of 
Marat and assembly of the Jacobins. There is fine art and philosophy, that is conditioned by politics. This 
dialectical motif, of the concrete and the abstract, is a passage, in the formal dialectic of a figure. It isa 
moment, and another moment, in their dialectical movement. But what of the series of moments, and 
praxes, it is a collection of moments, resistance, and a collection of moments fine art, and a collection of 
moments their intersection. 


The objective and notional dialectic, operates on a circulation between, praxis and theory, and art, such 
that we could say in historical materialism, there is a formal dialectic from praxis to art, and its figure 
messianism. The praxis, and art, is the figure of formal dialectic. The diagonalization of a formal dialectic, 
is when the moment of praxis, is ruptured by art. It involves the triangulation of praxis (resistance, 
workers strikes), and art (fine art, Picasso), and theory, as a subjective cut of the figure praxis-art, as 
formal distance, to theory, as diagonal, or cut, as a faktum in Heidegger, of a group of Marxists, 
intellectuals, that art-praxes the figure of a militant. It is a group, and its formal dialectic. A element, 
group, figure. A group that spends the night in density and mediation of figuration. The group must tavel 
by an interstate bus, to another city discuss art and ancient history and cause a strike in another place. 
This is a dialectical figure. 


Hegel on aesthetics and history: 


Hegel's concept of art and aesthetics, is a history of forms. It is the inward structure of art expressed in 
spirit. It is a dialectic of forms and history. The history of forms, as formalism in relation to the history of 
things. There is a poem, a sculpture, an architectural form, it is from history. but it dramatises history 
further. Madrid's architecture, of course from history, but expressing history. There is a grey and white 
modernist building expressing tragedy. The dramatism in temporalities, finally studies the forms of a 
building, in its theological divine arguments, a organic door, a staircase, and a reflective vertical instance 
of history in the expression of an appearance on a formal fragment of the entrance and its adjacent door. 
It is a full description of an entrance in a theological building, of an Islamic architecture. There is the 
drama of history, in the type of wood on the door, and the reflected wall, with an appearance, all of which 


studies the revelation of a Prophetic figure, operating on the history of a man, and his expressions 
expressing himself that is spirit. 


Architecture and sculpture, one drama of history. Then painting, music and poetry, the objective spirit 
turned inwards. There is a music place of historical narrative (Zizek), or the music as an expression of 
objective spirit and its material (Adorno). There is the music of Wagner, it is expressed in wide 
movements and interludes and preludes and pieces of movements, such an expansive and dramatic 
meaningless beauty. It then encapsulates, a major and minor movement, theme and variations, 
movements between variations. This large form of interior arts, is finally a expression of a totality, itis a 
historical movement of interior expression. It is a large mass, and its interludes as in the French 
Revolution and its interludes, and poems. But perhaps it is a Wagner, of objective spirit, the very 
movement of objective figures. I am in a room, I walk to the entrance, I reach the road, and there is a 
emptiness of the road, and then a movement of sound, variations, themes, of encounter of the movement 
of music, in a encounter with a woman or a politics. Hence the psychoanalytic account of Wagner, 
between the masses, and the woman, a hysteric, and a man, in love. It is finally Rimbaud on the streets, 
encountering his lover, in his arms, as the movement of the people becomes historical. In the vertical and 
horizontal phases or movements of the music, there is a objective spirit that speaks of the poems of a 
hysteric and her lover, a man, in the objective development of history and its music in an expression of 
the leader of movements, a treble and bass cleft with a middle C, that operates on demonstrations, and 
rallies and interludes, of a cigarette smoked between man and woman, in a demonstration that gets meta- 
determinate and logical, as a opera, or even dance-induced-by-trance, that the modern equivalent of 
Wagnerian narratives and figues would be. Finally a masses that in their verticals are petitioning the 
king, or government and then explode in tense movements into a large will, till the modern worker and 
workers and peasants all align with the movements of large assemblies, and the woman and man, meet at 
the interstices of a apartment and like La Maga and Olivera, talk about their love while it is raining, a 
perfect interlude. This narrative, this story, is finally a complex series of engagements, movements of the 
people, and love, the hysteric's presence in a psychoanlystic point, expresses the margins, of Bertolazzi's 
theatre, in which a woman leaves her world and goes to a desolate road. It is this drama of masses and 
woman and man, lovers and poems of the lover hidden in a mass movement. 


What then of the verticalities and horizontalities of modern music, in Hegel. These complex short pieces, 
fragments of a relationship, love and nothing more. There is the ascendence of lovers, in a room, listening 
to Fuel by Metallica, and singing together till sex. 


Therefore the vertical horizon in temporalities of music, are expressions not of history alone, but history 
as montage, and its levels, instances and determinations, and practices, praxes and structures, and 
horizontal and vertical, and interludic, which are cross-sections of social life, or existence, in a 
psychonalytic account of hysterics and lovers, in a room while there is a raining and revolutionary 
upsurge, of the masses in another time, from another regime, all speaking of the cross-section of a epoch 
in its face, that is a historical epoch and its subjective modality, of lovers in an apartment room during 
May 68 Paris, whose only intersection with the movement is a communist flag, announced in the road 
next to their balcony. This is finally the interlude of music and history. The vertical horizon of movements, 
people and the streets, is finally music according to Deleuze, it is the noise, the raw sounds of the street 
in a virtuality, a virtual that becomes music. There is in the mass demonstations of Spain and India, a 
kind of music of Wagner and even Metallica, that orders the aesthetic regimes of a movement in which 
the people recognise themselves as part of the movement and its self-reflexive operation, that is the 
fragment of the subject. 


There is in a formal comparison to the formalism of music, in a formal transposition, of form and content, 
and forms of encounter. There is a formal comparative, to the musical structure, with the form of history. 
There is a subjective-objective process of a moment and its consequent moments, it is the dialectical 
process of a narrative. Take the Greeks, there is Iliad and Odyssey and Aeniad, it is a series of 
resistances, governments, wars and defeats and foundings of a new city. This dialectical process is 
present in any process that structures a negation and a process of negation - Wagner. The structure of 
Indian government and its negation and its negation of negation in a dialectical process of Naxal 
movements, with its hysteric discourse and its women, and its loves in the urban side, all constitute the 
vertical temporality of a workers movement in the city, and a horizontal countryside of peasant uprisings, 
that then structure a uprising in Bastar which is part of the militant political subject that organises an 
event in the urban demonstrations of Maoist students. This then becomes an aesthetic fragment of self- 
reflexive organisations of movements. 


In Schoenberg, there is a formal vertical series of conflicts, that are determined as the violin in a diagonal 
to the musical arrangement. The subjective violin, is finally a fully objective figure. It is the objective 
spirit, of parallax movements or sections in a series of processes of a social conflict. There is the 
subjective violin of the armed people and tribal women, in India, its veritical and horizontal and instances 
of slogans in the Maoist zone. There is this subjective violin as an objective mediation of the people as 
such. Then there is a subjective violin of the feminists in Indian urban sector which turns objective in a 
students uprising. All of these conflicts, is Schoenberg's atonal system, in a chromatic scale of finally 
movements till in the Sartrean sense, an existential development of objective class struggle, draws itself 
into a encounter between history and life and existential operations of the amorous couple, a certain 
Sirohi with a certain Arya. 


In the objective spirit of the organization of a logic, it is a movement and interlude, that is a space of 
interiority of objective spirit, in its development of the historical sequence of a politics or amorous 
encounter, it is the interior of a world, negation, qua spirit. So what of phenomenology of spirit. It is the 
measurement between a figure of consciousness and his self-understanding as spirit. This objective 
process of spirit, is finally a structrual logic of the organisation of life in spirit, as freedom expressed and 
realised. It is reflected in the life and reflection of an intellectual, a world-historical intellectual. The 
intellect organizes the movements of music as subjective self-expression encountering objective history. 


Therefore objective movements as psychoanalytic accounts of the woman and man, of their intersection 
and their amorous procedure, till there is a conflict in the objective history, in imaginary form resolved 
into a large conscious attempt to realise the self in a split till consciousness speaks to consciousness and 
enacts their spectatorial upsurge in a emancipation of spirit. There is a woman, she is a hysteric she 
accounts for the movement of spirit, in her encounter with a man, her separation from the world, till she 
is a figure of consciousness that overcomes the split, into a reconciliation, that is the figure of 
phenomenology of spirit as a woman's history, till love forever. 


Aesthetic Regimes and phenomenology: 


There is a political sequence it is a national popular movement. It is a sequence of a strike. There is an 
aesthetic regime as the transcendental epoch of a period. In the phenomenology of spirit. The sequence 
is part of a series of sequences. Each sequence is a vertical temporalisation of a horizontal assembly. It is 
in the phenomenology, a contingent process of world-spirit acting. What then is a sequence if it is all upto 
world spirit. There is a structural phenomenology as world spirit. If there is a strike in 1989, in Mumbai, 
it is finally world spirit acting, because there is a ending to the strike that ends a period. There is a world 
process of the becoming of spirit. It is a moment, by moment, development of the circle of world spirit. If 
the period 1965 - 1970 in Mumbai is studied in relation to 1989, there is a world spirit that operates in 
between the two, workers sitting on a pavement and thinking. Contemplation is the world spirit in a 
sequence. 


Take the aesthetic regime 1900 - 1980, it is a shifting regime. In this there is a reflection of world spirit 
in each end, there is in the totality of aesthetic regimes, the regime of Hegel, the regime of music as 
objective spirit. There is a world spirit contemplating the totality in the operation of a sequence. It is 
finally the instances, levels and determinations of praxes and structures at the level of world spirit. First 
there is for each long periodization, a sequence that is spirit in youth, or young spirit. This is not exactly a 
biological table, of ages. It is a non-synchronic synchronic the world spirit. There is a synchronic of 
contemplating workers and workers engagement in each strike. This is the synchronic world spirit. There 
is then the series of sequences together, it is a sequence per sequence deduction of subjective induction, 
spirit lives shattered and disparate, till spirit recovers and is wounded and is finally a contemplation that 
frees us from the wound. It is each sequence from 1900 - 1989, a thousand sequences, all part of 
phenomenology of a man in his room, staring at his shadows, till the moment is world history of the man, 
encountering an interval and then its world history in a spiral. It is the moment of a man encountering his 
shadow which tells us his relation to world history in relation to 1909, is a dialectical structure of that 
vertical horizontality, as a scene in history related to this moment, as world historical period, if there is 
perfection in his life. Therefore he is perfect and in love by the sequence states, at least 10 years from 
this encounter's moment. The period of ten years, is when he is recognised and living in happiness. In the 
interim interval, there is one judgement - he is world spirit. All of history synchronically studies each 
moment. till synchronically he determines his existence as history. First I was young, I was a student, and 
history was that of being a student subjectively but in relation to 1909 an objective point, he was a 


student of the strike as its observer. Then he grew up and participated in politics where he was silent and 
then fell in love. This sequence in relation to the sequence of 1909, is a student, a young man, 
contemplating the strike, the birth of world spirit. And then in a sequence, where he and his lover parted 
into a distant relationship where he wrote and then met her, is the in relation to 1909, a world spirit that 
changes into an encounter, the aleatory ending of a moment. This final sequence within the strike of 
1909, is his leading the strike, and waiting for its ending, where he and his lover, his lover at a distant 
point of the assembly, then meet and converse. 


World spirit, is then a determinate number of sequences. It is its summation, its spirit, is objective spirit 
understood and self-affirmed as freedom. There are a series of artistic periods and forms that draw itself 
inward and expressed as an Idea of beauty and freedom, in self-consciousness. There is desire and 
understanding in the dialectical movement expressed as sequences of a number of attributed situations 
of spirit. What does this all mean? 


First sequences, number of sequences, then art sequences, then self-consciousness and desire - this is a 
sequence of the attribute in Spinoza, a conjuncture in Althusser. It is a artistic expression of a series, 
determined as desire and consciousness, that is the partage du sensible, the division of the sensible, an 
aesthetic regime qua consciousness. The artistic regime, the artistic form, music, is then a form of 
consciousness. It is a man in his room listening to Wagner, and the entire movement of history expressing 
itself in the form of a cinema - Berlin Alexanderplatz by Fassbinder. There is a pure flux of consciousness 
in both cinema and music. It is the sequence qua division of the sensible as its transfiguration or 
transpositional arrangements of contingent configurations of the division of the sensible, finally turning 
into consciousness, that is a Kafka protagonist caught up in the state of a movement. 


In Spinoza - an attribute. In Hegel the consciousness of a period or sequence. This is the cinema, music, 
figure and history combination. What then is this combination? It is clearly the element-group dialectic in 
the book A Draft between Aleatory and Dialectical Materialism that I previously wrote, It is to study the 
element and group dialectic, in a figure of consciousness, that is any man at all, that is a figure, that 
grasps the dialectic as part of a structure of consciousness, that is the element and group configured in 
arrangements of musical groups, that are distributions of the sensible, that is finally the meta- 
determinate fall, of a sound of falling, that destroys the world. 


Therefore aesthetic regimes are forms of consciousness, in sequences if determinate. Therefore there is a 
Montesqiue involved. There is a sequence, it is concrete in nature if consciousness is deployed. There is a 
aesthetic regime, a distribution of the sensible, that is a consciousness determinate to the distribution. 
There is sequence of arrangements of elements, each of which are forms of consciousness, they add up to 
a form of consciousness in a determinate element leading a group. 


The element and group of a figure, is the element and structure of a transcendental to a group, that is a 
consciousness. It is a form of consciousness deployed in a sector of a industrial belt, who determines the 
social structure in a form of consciousness. There are an infinite number of elements and groups, there 
are an infinite number of sequences, they each have a form of consciousness, they are all determinate or 
historical consciousness. This figures, the elements and groups in a figure, that is a memoir or novel 
belonging to the period. 


Finally what is this music? It is sequence, consciousness deployed in element and group dialectics, as the 
distribution of the sensible in partial anamorphoses. It is Picasso and history, it is the Picasso that studies 
and cuts up space into music. 


It is a strike, sequence as world spirit and the phenomenology of spirit as concrete history. 


Form and Aesthetic phenomenology: 


Aesthetics moves from architecture to music. It is a form of inward measure of objective history. It is an 
aesthetic movement, history. Therefore aesthetic history = concrete history = phenomenology. Take the 
worker, take the aesthetics of the worker, take the aesthetic history of a factory, as a form and study its 
music. 


Take a worker, in phenomenology, it is not his tasks and his empirical history. It is its music or 
architecture. It is the worker in Madrid, walking past the Greek white and old modernist buildings. It is 
that worker. It is a series of passing reflections, it is the passing of a worker. It is the worker in passage, 
in interval. It is then a series of empirical accounts of workers in a architectural place. The worker in a 
factory, who then visits the village as a normal trajectory. What then are other trajectories. It is a worker 
trajectory. The worker is in phenomenology a music of a strike. He is also in divergences and topoi, the 
eccentric worker. This worker as an element or group, in musical rendition of phenomenology, a 
transport worker, who travels past the plaza with its modernist architecture. It is the history of transport 
workers, in this architectural place and its sequence when in a certain 1971, they strike work and spend 
time in the plaza. There is the history of the plaza, where workers collect and discuss politics and 
communism in a cafe. There is the cafe workers and their history. Then the music. Workers, elements and 
groups, all collect in a phenomenology of spirit at the modernist building around it perhaps, and the 
phenomenology enacts utopia. It is the sense of the buildings, it is the understanding of an intellectual, it 
is the conflict of a master and slave dialectic, that operates as a mass demonstration which smashes 
windows and stands recognised as a worker figure of consciousness that is the division of the sensible 
altered. 


Now the plaza, a domain of aesthetics of the bourgeoisie, is transformed in a partial division of the 
sensible, by groups of workers in the same place of an artist. It is division of sensible as aesthetic regime. 


Division of the sensible = aesthetic regimes. 


Study a sector of the industrial belt. It has a linear road, and several factories. This division of the 
sensible, that the workers are part of the assembly line, and the supervisors are part of the upper level of 
the factory. This division is an aesthetic regime, of what can be sensed, felt, experienced and expressed. 
Then the music, there is a demonstration there is a strike, there is stone pelting. All of this is the music of 
a factory. The division of the sensible, then changes for a worker figure in a newspaper group. The 
elements and groups at this minimal level, all operate as arrangements of the division, as music of the 
aesthetic regime. 


There is the epochal transcendental and then local cultural, or group transcendentals. There is a order of 
worlds. Worlds are local, worlds of labour. These are aesthetic regimes within regimes. Classifications 
within classifications. Orders within orders. Finally in A Draft, there was the element and group, sense, 
turning into a logic of sense and then existence and literary totalisations that then turned into a 
classification of worlds and encounters and negation, and absolute of form of life and aleatory 
messianism. This narrative, is now history in a musical phenomenology. It is the element and group of 
workers, their transcendental, which orders of sense shifting, into a new order of sense, aleatory 
induction, and existential totalisations of a messianism. There is workers in Lucknow, in 1921, singing 
the Marsiya in a strike. 


A Draft between Aleatory and Dialectical Materialism and Art History in these Regimes of Art: 


There is a shifting aesthetic regime, there is a transcendental of an epoch. There is a logic of sense, and 
its local transcendental organisation. Distinct words and a similar logic. There is elements and groups 
and dialectic of figure. There is aesthetical phenomenology of elements and groups and dialectical figures 
of consciousness. A similar logic. Now for a step by step comparison: 


Sense and logic of sense. Aesthetics. 
Element and group. Aesthetical phenomenology of elements and groups. 


Existentialism, totalisation and dialectic and art, of realism or surrealism. Aesthetic regimes and 
surrealist histories. The surrealist history of a worker reading the Quran. 


Classification and orders of encounter and necessary logic of contingent and absolute encounter as 
ontology. Here aesthetic regimes, their shifts and continuities, and orders of regimes, and encounters of 
the absolute - an event - ontology. 


Heidegger and Time - general and singular and its variations. There is aesthetic groups, phenomenology 
of life and music, movements, temporalities, vertical and horizontalities, and variations, of groups, 
elements and time, as music. The Wagnerian model of the subject. 


Messianism - the worker and Islam, the worker and Christianity, the worker and figures of the rain. 


Messianism and Aesthetic Regimes: 


There is the worker, there is a history, it is a phenomenology. It is then a phenomenology of spirit. The 
worker trajectory, from his labour to his mosque. There is a phenomenology. It is finally the levels, 
instances, structures and praxes, of a worker who reads Urdu, and speaks in the language, in a structural 
relation to workers in Arab places, and in levels and instances of the comprehension of theology, in 
relation to poets and writers of the Urdu language, that structurally unite these distinct practices into a 
order of theological practice. It is then a structural relation to the Muslim classes, and orders a structural 
history of workers and Islamic Universal History of Ali Al Azmeh. There is a structural relation to the 
Prophet Muhammad period that is enacted in every class struggle of the theological worker. There is the 
theological worker as part of this structural history in the Khilafat movement, which organizes a aleatory 
subject of a series of workers that are ordered in a distinct body of works. There is the history proposed 
by Azmeh of universal capital and organic communities, in a structural relation to the dialectic of 
objective and subjective, where the structure of universal history is opposed to organic communities and 
there is a structural relation between the objective and subjective in a dialectic of contradictions that 
express themselves in theological forms such as the Arab spring. There is a verticality of long durations 
of history, and class struggles, there is the horizontality of an assembly, there is the vertical and 
horizontal organization of the ummah, which operates as a equal collective, and there is the organization 
of a logic of class struggle in the form of a tradition of Islam in India and Arab countries. 


Finally the theological worker is in structural relation to the theological peasants, and Munzer type 
jacqueries and uprisings. There is a structural history of the ascetic figure in Hinduism and Gandhi, in a 
objective state of Swami Sahajanand Saraswati. These are the dialectical movements of asceticism and 
Islamic movements, that order a structure of history that is the theological form of history. There is 
therefore an infinite series of prior causes, that determinately structure a long duree of causes and 
effects, in determinate orders of a complex theological history of Christian forms of life, and ascetic forms 
of life and Islamic forms of life, in an order of a Universal history such as Ali Al Azmeh's. 


There are forms of life in determinate cause of a resistance, and is a determinate effect of class 
inequality. There are a series of causes, there is the determinate cause of inequality, there a determinate 
cause to this cause of historical conditions of horizontal assembly and form of life as ascetic renunciation 
of inequality. There is the figure of an element and group, in cause and effect. The element of the ascetic 
requires a group of workers or peasants, to order a determinate cause and effect of a resistance. 


In Ali Al Azmeh's Universal history, there is a wide history, of these micro-sociological forms. They are 
ordered in an intellectual history, and a study of theological forms and writings, which if written together 
grasp the determinate idea of theological forms. Take the form of the Moplah rebellion in Kerala, there is 
a Universal history of the uprising. It is finally Karbalah, there is then a Moplah group, with a leader 
element, that determinates an enactment of an uprising. It is a order of concrete inequality experienced 
and colonization. The colonizer is merged with the state and power, and resistance is an effect of this 
unequal force, and there is a theological form in which it is expressed. These statements are enough fora 
universal history. 


Noorani explains the Telangana armed struggle to be a religious form of consciousness against Islamic 
rule. There is however the concrete circumstance of class inequality, and certainly a religious form of 
consciousness. It is finally an Islamic rebellion against Islamic rulers. To claim that the peasants were 
Hindu is the essential error. It is was even a theological form comparable to Munzer. It was a peasant 
uprising with a communal consciousness merged with concrete class analysis, and Islamic forms of 
mobilization. It is Karbalah again. 


What then of Messianic history? 


Ideas: 


There is in Plato, the theory of forms. There is a complex hierarchy of Ideas. Walter Benjamin studied 
forms of history, and experience in terms of Ideas of Plato, in a hierarchy of forms. It operated by taking 
a monadology of a series of monads of experience, into the categories of Kant, primarily quantity, quality, 
relation and modality. It is a monadological category, when it interprets experience in each monad 
according to Marxist judgements. Take the monadic experience of a department store, study its 
quantities in a monad-category with the judgement that high prices are non-Marxist and low prices are 
more Marxist. Thus a poverty as form of life. Then study the quality and measure of Marx, perhaps with a 
quantitative monad at a qualitative level. Then the zero-monad and category as the expression of 
Judaism. Null, empty, zero. There is in a department store, a quantity, near zero, it is a toffee. This toffee 
is then the expression of childhood, in a Marxist judgement the toffee is irrelevant, except for playing. It 
is then the answer to the problems of the world. We must end problems of life, law, violence, inequality, 
with playing. Playing then is part of the monad of zero-structures, or zero-monads. It is a zero-point 
playing. Only when a man learns to play, again, does law undo itself. Play with the law. It is finally a 
dense monadic metaphor. In its monadic structure, playing, such that one is free, lawless and naive, is 
the structure of Being, qua being-there. It is in its density, the operation of a Hebrew logic, of playing, 
that is in Freud Fort-da, that is finally the learning of things, the education as spiritual in playing, that is 
primal history, nature. The hierarchy of Ideas are a series of experiential zero-categories, or zero- 
monads. That is the Kabbalah. 


Take a series of quantities, qualities, relations and modalities, and grasp their zero-structure in totality. 
There is a quantity-quality, zero, there is then relation-modalities in zero. It is perfectly the Jewish 
structure of Hebrew nature and collective, that is necessary and contingent. It is contingent because of 
its zero-form, and necessary because of its zero-form. And therefore infinities arise, in a series of worlds 
and aspects, practices, levels, instances, and determinations which are zero if structurally a high infinite 
power - God- is finally based on the low infinite structures, the poor in a collective, and there is a complex 
midpoint (stillness) and therefore zero, and these points on a circumference indicate the perfect 
collective if there is a zero-point of the Judaic rituals of the collective. There must be a collective, equality 
and justice, and an infinite power, based on this, that is measured by intellect, and this properly Spinoza. 
Spinoza only cancelled out God as nature. It is Deus Sive Natura. God is only nature. It is finally sive, the 
operation of an alternate that is dismissed as secular Judaism. It is finally a pure structure of infinity in 
complexity, that is the orders of infinite and zero in a series more complex than Judaism. It implies that 
every order be based on the multitude, and every structure be infinite in its own kind, and therefore zero- 
power, that orders the basis of infinity, the zero that exists as finally the infinity in its formal structure 
because of pure infinity, that is weightless if infinity is an infinite divinity, that is nature itself, that is 
balance that is zero. There is the pure balance, of zero-balance, and therefore multitude. Every aspect is 
a merger of zero and infinite, dispersion, disorder, and that is perfect order. Everything is a dialectic of 
order qua disorder. It is finally what Althusser named structure qua dispersion. It is the perfect 
dispersion, its formal structure, decalages. 


It implies that a woman and a man in perfect infinite relation, is when there is a perfect determinate 
cause to a perfect determinate effect. That is a woman, that is zero and infinite, and disorderly is 
symmetric with a man that is zero-infinite and disorderly. It is symmetry as asymmetry when it is an 
encounter. The order and connection of things is the order and connection of ideas in a crossed 
parallelism. 


What is formalization of an encounter? 


1, 2 and 3 is the minimal structure of numbers in general. Therefore the combination of 1, 2 and 3 must 
formalize a relationship. 


1 + 1 is not a relationship. It is perhaps its constituents, but not its totality. 


1+ 2 is a relationship, but in a formal sense perhaps not its constituents. Because there must be a 1 + 1 
hidden in the 1 + 2. 


2, is finally the structure of a relationship, but not its entirety. 


2 as 3, then is a relationship perfectly. It is 1 + 1, in its constituents, and 3 as its effect, in the 2. 


The two of love, has an excess. It is 2, but 3. One divides into two. It is 1, that splits into 2, and the split 
into 2 is its formal structure. What then is the split, it is one sense a separation, at another sense a unity. 
What is the unity of the split. It is a separation into the infinite. 


What then is the formalization of a history of relationships? There are an n number of relationships, in my 
case 1,2,3,4. All negated. Totality of relationships as set, and its negation. Who then in relation to the set 
plus an n number of potential lovers, is the true lover? It is totality of past lovers, and totality of future 
lovers. It is clear those are two sets, (4) and (n). Between 4 and n, there is one common number at least. 
In fact 1, 2 and 3. If there are these common numbers between (4) and (n), the union of the sets (4,n), is 
finally any 1, 2, 3, as 2 plus excess. It is clear, that the union between n and 4, is the intersection 3. The 
intersection 3, between 4 and n, is finally the answer. It is 3n. The 3n is a determinate figure, a being- 
there. What is the 3n in relation to 1,2,3,4 of the first set. It is clearly the 4th one. If it is in n numbers, it 
remains 3n, which is which n numbers in 3n. This is clearly n such that its identity is a combination of 1,2 
and 3 with n. It remains the fourth one. 


What is the identity function of a relationship of the 4. The first is love, the second function is identity. 
Therefore in 4 classified, reciprocated love existed in all cases in fact in 1, 2, 3, 4, 5, and 6. But the 
summation to 4 contingently, means what in these 6 cases, first love, then identity. What is identity, it is 
your world in union, interests, friends, house visits all of that. 1,2,3, 4. This is precise because the 1 and 
2, is clear. the third, fourth and fifth are grouped as one, because they were one type of class, of not 
really loved loves. Therefore the answer is the fourth. 


Now in some memory I realise I was wrong, there were 9 reciprocated lovers. 1,2,3,4,5,6,7,8,9. And n 
potential future lovers. Who then do I determinately love? It is 9 and n, therefore two sets (9) and (n), 
with the structure of 1,2 and 3 as minimal structure of all numbers. therefore the (9,n) set is in 1,2 and 3, 
at least 9 + n sets of 1,2, and 3, which means it is the structure of 9 + n in an intersection of union of 3, 
what is the 9 + n union of 3. It is 9n qua 3. It is clearly the 9n. What is 9n, it is the nth of 9, which is the 
10th one. It is 10th, because 9 is a number, and n is number, and its intersection is 9n, which is at least 
one plus the 9th, because n has the identity of 1, because it is another set. 


The structure is n + n, in recorded memory. 


The set (n+n) as nn is if it becomes that nn is not your current lover, then nn unites with nn+n, which is 
nnn, that is the next lover not your current lover, that is in identity the one you left next to the one you 
are with as lesser. It is n+n, and if nn is not your current lover that is nn+n, that is nnn, then nnn is the 
set (nnn) which is (n-nnn), nn. This is because nnn whose identity as a set is (nnn) and is related to (nn), 
in their intersection or union is nn. 


It is an analytic and synthetic a priori in Kant. That the name and its extension qua concept remains a 
priori true. Therefore the name and its extension minimally a synthesis of empirical things, but actually a 
synthesis of the concept of the name and its generic extension into an M, such that the name and M, isa 
generic relation, proved only if it is true. This means the name has in it the potenza of extension as M, 
which is the definition of the name in a relation which is true or false analytically and synthetically a 
priori. 


Take the statement Shomit is in KNS at the moment. Name and concept two sections, their analytic truth 
is an extension of the name and its function or extension, much an extended line. Shomit is not in KNS at 
the moment rings true. And it is a fact. Shomit is in love with Arya Thomas and they both know it and feel 
it. This is true. This is finally love, politics, science and art as rigid designator. It is both analytic and 
synthetic a priori, you may synthesize the two segments or analytically extend it. 


Frege in a similar formally fashion tried to extend the concept of number. Number is its extension in a 
concept of number. Take number its concept is 1 if related to next to zero after. In Kant the number is the 
concept and not 1. Therefore analytically and synthetically not the concept of number, 1 next to zero. but 
the concept 1 is next to zero. Therefore number according to Badiou, is a rigid designator. Number is in 
its extension a infinite number. Number is infinite. Infinite is number and numbers. Number and 
numbers, is number into infinity and more. The infinite into more infinities. Infinity into infinities is 
transfinite sets of numbers and number. It is n + n. Synthesize and categorically state. In the Kantian 
sense for true definition. 


The Hegelian judgement on analytic and synthetic a priori is formally to study its variations in 
metaphysics, that is the science of a priori as a structure of philosophy, such that philosophy grasps them 
as a posteriori movements or syntheses of music. Finally an analytic extension and its synthesis is a music 
in each case formal to the case. Therefore Arya and Shomit will listen to Metallica and observe its 
sexuality and logic and encounter in an intimate meeting. 


Speculative materialism and history: 


Take rigid designators in Kantian systems and Hegelian modifications. It is a throw of dice, that the 
analytic and synthetic a priori is true. The historical drawings of a worker and an amorous couple, 
encounter the strike in a aesthetic phenomenology is the structure of a combination in Marx. 
Combination in Althusser, is the term that defines the structural a priori. It is clear that the combination 
of workers and intellectuals in a workers' party, is determined as a structural a priori, that structures 
ensembles and practices, in a union. Therefore take any combination study its verticalities and 
horizontalities, first as world spirit, then as aesthetic phenomenology, then as figure of consciousness and 
then as combination which is a number and letter or alphabet sequence that is the structural combination 
with an excess of the encounter. 


Take a sequence, workers and intellectuals unite at the factory. Take a combination, relate it analogically 
to a number sequence and alphabet sequence, and it is the alphabet and number in relation to quantity 
and quality, that is the language, slogans, discussions and directives and the number of workers and 
intellectuals, that then in a combination, that is in their assembly and union, combine the quantity and 
quality into a measurement, that is rupture. Finally all number theories are theories of numbers, and 
names and discourses, till a Machiavellian determines the precise combination of number and language, 
for the situation. 


Take Sirohi, he is disconnected from politics as an activist. His number is n, and alphabet is Kafka in 
Amerika. In a Machiavellian a priori, the tactic is clearly to n-a, the possible n-n-z, as a union 
(combination), it is clearly n-a-z. This implies a number and an alphabet related to a distant possible, z, 
where z, is a infinite sequence of the number-alphabet series. There must be in other words, a numerical 
series of workers, students, intellectuals, peasants and masses, that then are ordered in n-series that is 
Kafka in Amerika, if there is a parabolic situation of falling, that then is determined as the masses and 
parabolic falling, till z which is the limit, and therefore the infinite language and number, that is tactically 
to write a work of z-n-a, type, that is Kafka, quantity, and limit. Limit implies the approaching of Kafka in 
a encounter that is Messianic. 


This implies that n-a determines z, in a parabolic falling of quantities of workers, and their limit that is 
the boundary or the ending, in a messianic redemptive organisation. Therefore limit, is more and more, a 
limitation, a zero-point, a line, a withdrawal, a subtraction, a subtractive organisation of the logic of 
parabolic falling. It is most subtractive when it is a alphabet and number - history and literature, that is 
the drawing of a line of demarcation, that from a distance limits the series in a jetzeit, of a position and 
its line, in a union of falling. The position and worker-figure, is drawn a line of demarcation from 
historical thought, because it is the reflection of workers in thought. The same for dialectical materialism. 


What is the point of the n-a related to z. In simple metaphors it is a discourse, speech, slogan, friendship, 
party| and quantities, numbers of workers, and numbers of intellectuals, and numbers of mathematicians| 
and aleph, infinite, or last judgement or zero-point or distance or lasting encounter. 


This whole definition is that of an intellectual in determinacy, in a parabolic falling with the people and 
his lover, if and only if, there is a falling man in his figures, and masses or a small group of people in the 
same falling, that unite into an amorous encounter that is pure determinacy. Take masses, or groups, 
take parabolic falling as its theory, and take amorous encounters, it is a structural phenomenology. 


There are three figures - rain, encounter, take. There is spontaneity, there is political organisation and 
there is encounter. Structurally the phenomenology, shapes each moment in a parabolic falling, that is 
related to a determinacy, a letter and number, that is aleph. Aleph is the name of a man and woman in 
love as if it were a fall. 


What are these spirals, these meta-determinate or determinacy of a structure of number-series and 
alphabets and their combination. It is a metaphor the spiral of history ascends from zero to infinity 
without beginning or end. It is an outward and inward movement, it is also cyclical and advancements, it 
is a parabolic spiral, that is the Benjaminian response to history and its structure. There is a situation, I 
am in love, there its advancement will she be in love, there is cyclicity we never meet, there is an 
intersection, we met once earlier. There is union at another point, it is their encounter if there is a past, a 
present and a future. In fact only a future, where there is a spiral. There spiral in its wide openness and 
then meta-determinacy and determinacy is the world, when there is a rupture. It is a sequence of their 
love when there is a Wagnerian drama. It is almost as if the woman and the man know each other if, 
there is a meta-determinacy or determinacy, of the historical opening of a music like May 68, Paris. There 
is a pure rupture, when the man and woman encounter the Idea of Paris, May 68. 


The fall is when they speak about May 68 and it is a reference of history, that is infinite self-reference a 
spiral. It implies that there is a series of circles, spirals, of increasing complexity, first that of a historical 
engagement, then that of an artistic taste, then that of a personal sphere and then Pascal as the hidden 
god, that is a logic of theological dimensions of the Other, such than there is an encounter between each 
circle in the spiral, till it is a complex organization of the historical quality of an encounter. It is the 
sequence of a politics, history, principle and its derailment. It is almost impossible to continue the way it 
was. I cannot, if she has left me, be a political militant. I withdraw from the organisation. I live alone. I 
cannot listen to the same music. I cannot even express how now there is no future in love. The loneliness 
is almost impossible. I must then speak of the insurrection, and be finally a sublime actor of destruction. 
It is time for self-destruction. It is time to join the Maoists and die. 


Wittgenstein and Nagarjuna: 


The poem is that there is a world, the world is all that happens, 
It is related to the falling of a man and a woman in love, 
there is a negation of the world, it is all possible negations, the negative method. 
A and B and N, of all numbers and alphabets and all symbols and equivalences and logics are not. 


The nothing that results is a series of non-dependent originations. It is a non-dependent origination if 
nothing exists. 


But there is something, something exists but there is nothing logically. 


Therefore nothing and something are equivalent. There is something and Other and determinations as 
nothing and something. 


Therefore there is a dialectic, of four negations or an infinite number of negations, 
till it is nothing and something. 

This dialectical couplet defines love as both dependent and non-dependent origination. 
Therefore love, a something, exists without nothing only if it is sunyata, the unity of something as 
nothing. Sunyata is then the openness of nothing and something, in determinateness, it is a equality 
between nothing and something as Nirvana. 

In Satya Buddhism it can be said that music of Nirvana is part of this structure. 

Structure is not, but as something and nothing. Structure and emptiness is equal. To be equal, is to be on 
the side of nothingness and something. Another negative method. There is only nothing including nothing 


itself. Emptiness is emptiness and both are empty. So is there is nothingness only. No it nothing, as 
nothing. 


This repeats the structure of equality between something and nothing. Which implies pure emptiness qua 
emptiness. It is finally the emptiness of something. Do not give way to your desire. Love will return in the 
openness of sunyata. Do not think of samsara and cycles of desire and beliefs, it is nothing only, but 
nothing itself. 

In Wittgenstein the world exists in its negation, a falling. 


The falling is emptiness qua emptiness. There are an infinite number of negations and forms of 
nothingness. 


It is finally the nothing of nothing, that is the sunyata of a love. 
Love is there at a stillness of meditations. 


Each of your meditations are part of the struggle against samsara and unions and circles and cycles of 
desire, suffering and belief. 


Do not give way to your desire, it is only true love where emptiness becomes itself. Because nothing is 
nothing is nothing is nothing. Till there is a meditation of nothing, where I am nothing, only if, there is 
sunya, and there is zero, I am alone. If zero is nothing, then there is not an encounter. But the non- 
encounter is implicit in the encounter. The structure of encounter is nothing qua nothing. It is the only 
woman that you love. 

It is a woman that is in an encounter because nothing is finally in its ultimate Reality, 
the woman you know best. 

It is so because she is nothing to your nothing, that is negation of free-life, is only a possibility when 
modes of life and reality, merge into a structure reality, where the ultimate reality, is a cycle of the rain 
and chain of Being, cut, by negation, so there is a negation hidden in the rain cycle, that is our freedom. 
It is finally the freedom of being as a man outside of time, and cycles, till complex cycles followed in 
freedom, are finally operative when nothing meets nothing. It implies that if I am alone. It is only because 
nothing did not merge with nothing. 

The true identity of nothing and nothing, or something and something. Is the true identity of dependent 
origination, and non-dependent origination, and complex cycles of time and existence, that is a pure 
meditation, where finally, the two as related to three of people, is finally the sentence 
openness. 

If we are open then there is true love in openness. 

Openness is a theory of finally the politeness of love. 

Do not give way to your desire. It is written that only a rose is a rose. 


It is not a tautology but a definition. 


The definition is that the woman next to you in all of life is the true lover, nothing to nothing to nothing to 
nothing. 


There series of nothings are next to each other. 
If you claim that this is simplistic, it is not if there is a thing and its negation. 
The nature of things, is when it is next to place. The other definition of love is 
place, vihara, university, political organisation, cultural institution. 


All of these are empirical instances. I name it place. 


There is place and dialectic. It is a place with nothing, 
a nothing-place. 
Interpret as a nothing place of nothing place, of non-place or no-place. 
Non-place is empty place, void, poverty-place. 


The third definition of love, is a emptiness of place and emptiness of sequence in next to you, and finally a 
emptiness itself. 


It is the emptiness itself. 
Emptiness. 
Void. 
Zero. 

Alone. 
No-existence. 
Non-existence. 
Non-existence is not-existing. 
Existing is to be in happiness. 

The first woman to exist with you in happiness and sorrow, there is 
existence and non-existence of Wittgenstein' state of affairs. 
It is the end of a interval period. Only 
the woman who ended an interval or period, as 
Openness, 

Sunyata and 
happiness. 

It is nature, that one returns to, the fourth definition of love. 
All four definitions, stand negated. 

As negation. 

Love is in Wittgenstein, world-negation. 

I negate the world, and it is 
negative. 

It is negation. 

Negation is a poem of Being. 

Only being-negation, that is 


negative existence, 


that is generic negative, 


emptiness and existence and place. 


Interpretation of Wittgenstein and Nagarjuna: 


There are a series of nothings. This is the determinate judgement on existence. Because there is nothing, 
which is a series. In Sartre's sense a series is an series of unorganised collectives. Therefore alienation 
begins a series of alienations. Which in Hegel are alienated forms of existence that are surpassed in a 
collective or amorous procedure. There is a nothing to each thing, that is if one is alone it is negated. The 
movement of negation, produces a negation of negation and negations of negation of negation. That is a 
sequence of zero-points, of emptiness and love. There is a negation. It is a pure negation, it is a series of 
negatives, that overlap, connect, become wider negative structures, and logical organizations of nothing. 


There is a sequence of four negations. Nothing nothing nothing nothing. There is a mediation of the four. 
The four is a group, the group is dialectical. It is a sequence that orders a complex interweaving of 
nothingness. It is finally a man, who is in nature, and a man with a woman, in negative forms. There is no 
negation without happiness and openness. Because all voids overlap. There is a series of overlapping 
voids, or modes of production or classifications of the void, because void is a principle. 


If we go back to Montesqiuie, there is a principle of nothing, whose concrete existence is a Buddhist, ora 
man and woman who encounter each other in concrete existence at a situation, place. The concrete 
existence of a place in a principle of nothingness, is nature. Nature is a diversity. The diversity is a 
diversity of nature and its disconnections and discrepancies, the form of nature. Finally it is a principle, 
nature, law and spirit, that nothing, nothing, nothing and nothing, are all principles of nothing, natures 
and concrete existence of nothing, and laws and regularities of nothing, and spirits of nothing, nothing- 
intellect. Therefore their unity, or totality, is a totality and its inclosure of exclusion. Then the unity of 
nothings, such that there is a further negation always, since we negate principles and totalities as well. It 
is this exclusion that one is aligned with. And it is then a structure and its negation, and negation of 
negation, till there is only negation, as principle, that is negated qua principle, and is finally the excluded 
part, the part of no part, being the site of an event. 


Therefore no true love without Marxism. The lover must be a Marxist. And then finally, the site of the love 
must be a Marxist place. It is finally only nature. Nature is the truth of a place, it is finally only openness 
to the encounter. Her name is a negation of your name. It is finally the negation of S by A. Late letter, 
negated by early letter, and then negated again. It is S by A in relation to C. Then the operation of which 
negation works best. In each case it is place and letters, and numbers as well. 


Nagarjuna knew Hebrew and Hegel. 


History and Nagarjuna: 


Complex cycles of existence, times and places. There is history, it is time. There are relations in history, it 
is dependent origination. There are paths and middle paths. There are cycles of samsara. 


It is Time, Cycles, Paths, Dependences and Samsara. As a social interpretation of this structure - there is 
history in complex cycles of history, in Marx - cycles of production. And there are dependencies in these 
cycles. And there are paths of four types, that is trajectories of class struggle. There is samsara that is 
exploitation in cycles of production. It is as if Marx studied Buddhism, which he of course did. 


Cycles of production, dependent cycles of production and class struggle and exploitation of workers. 
Nothing is related to the emptiness of cycles in their determinate negation in Marx, there is in each cycle 
of production a determinate negation, that is the nothing principle of a cycle of production, its halt or 
strike of labour, or its labourist dimension. 


In historical materialism, Marx grasps the symmetries and asymmetries of labour and capital that reflect 
each other in those terms. Take the workers in Manesar, Gurgaon. There are workers in Honda and 
workers in Maruti Suzuki, as symmetries workers in Honda require more wages than workers in Maruti, 
but in asymmetries it is clear that Honda workers are paid less that Maruti workers. The complex cycles 
of production, as if a complex scale, introduce temporalisations of labour and capital, in complex time 
divisions, from negation positions. The worker of contract type workers longer hours for lesser pay, and 
is temporalising capital in Maruti in a dependency with Honda and Ford and Mercedes, as a dependent 
structure of labour in relation to other labours, till socially necessary labour time is a series of mediations 
between forms of labour and dependent structures of labour. This implies in Marx, that contract workers 
in Honda, and contract workers in Maruti, are related to contract workers in Mercedes, such symmetry, 
and then asymmetries. Time cycles are cycles of worker existence. There is a cycle of production in each 
phase, and length of labour day, and night, and maximal cycles of time in capital as the time of Mercedes 
in relation to the time of Honda, and therefore each cycle is factory specific and across factories in 
symmetries and asymmetries with labour. Therefore a worker cycle of production is related to a capital 
cycle of production based on his activities and the rates and intensities of labour. 


There is therefore a case and a general level of cycles of time. The case is a factory and the general is a 
group of factories in each sector with its horizontalities and verticalities of labour processes and capital 
processes as a cycle of labour praxis. 

Therefore cycles of production in Honda requires lesser labour time, but spends more time, and is 


Honda’s capital with horizontal and verticalities that order time in more expansive ways and phases and 
conjunctures of labour and factory time. 


Marx is a thinker of the conjuncture and cycles of time in capital and variations of concrete labour 
In history, it is the study of labour and class struggle and the study of their existence, in terms of logics 
of capital and labour and peasants and women and intellectuals and spirit 
there is capital, time, labour 
the principle of negative method 
states there is no-capital, no-time, no-labour 
Three structured nothings. 

The nothing of labour and the nothing of capital and the nothing of time. 

It is finally a sunyata history, when we study a labour-nothing independently and then dependently 
labour-nothing is existence of labour, and its resistance. Labour resistance. 
capital and time nothing, is the nothing of their principle, 

The non-existence of capital and time, 

Time cycles are cycles of resistance, 
its principle is sunyata 
Time is a void, filled by class struggle 
class struggle is time 
class struggle that operates on time, by bringing it to a halt, 


or by durations of a class struggle and its 


horizontal and vertical and divisions of vertical 
departments of time and class struggle, 
it is all a class struggle and its constituent power. 
A logic of time, durations, existence and principles of negation 
Time is based on negation. 


Time is based on class struggle. 


Consequences: 


There are orders within orders, regimes within regimes. Then there is the transcendental of an epoch, in 
aesthetical revolutions, that take place from period to period. There is then the workers' inquiry, strikes, 
generalizations and general strikes, as histories, with artistic workers’ history, and theological workers' 
history, and general history in aesthetic regimes. There is finally, a division of the sensible as regime. 


Then there are poems of negation and structure and structure of negation. The formal structure of 
Nagarjuna's is to grasp the structure of resistance and the structure of history, in its minimalism, and 
poem. Then there are relations between Nagarjuna and determinate negation and its most dense point. 
There is zero, balance and history, and there is a complex infinite Spinozan variation of the structure of 
things. Spinoza and Judaism in Benjamin, studies the zero and number theory of encounter. Combinations 
are number theoretic series. 


There is then structure as dispersion. Or structure as world spirit. Or structure as aesthetic 
phenomenology. Or structure as structural phenomenology of spirit. 


So many structures or structural spirit. 


Finally the world, is negated in favour of parabolic falling. From Kafka to Parra, to Picasso and Malevich. 
Each a falling. Finally formal dialectic, is here a operation of the transcendental and the dialectic. There 
is pure post-transcendental dialectic in the logic of sense, but there is as well a transcendental logic. 


Therefore being-there localised. 


History at its most aleatory: 


There is a conjuncture, it operates on the distance of an encounter. Then the encounter, an evening on a 
Paris street, a last evening. Then conjuncture after conjuncture, in a conjuncture of the time of a 
distance taken. It is a pure evening, it is the woman. Then there is history, where only a determinate 
cause and determinate effect, in a sequence exists. But so many infinite prior series of causes for an 
effect. It is actually quite simple. There is a series or list of determinate causes to determine effects. Take 
the workers’ strike in Renault in France in 2012. A list of determinate cause to determinate effect 
presents itself. It is finally the Spinozan infinite and zero structure of the Kabbalah, that enables us to 
grasp a series of infinite and zero forms, of department stores and Benjamin, and bylanes and rum and 
water. 


Now a few theses in Nagarjuna: 


Time exists on a scale, 


The scale is world spirit in Marx 


There is a measurement of 

Intensity of class struggle 

It is nothing, determinate nothing. 

There is insurrectional strike in Paris, 2012. 
In its determinate nothing, 

There is a series of prior causes, 

Prior nothings, 

Poverty, intellectuals, artists and workers, 
Natural worlds and emptiness of wages, 

All these nothings are prior causes, 

To the effect, which is 

An effect, insurrectional strike, 

And newspaper reportage, 

And French alliance with the history of the working class 


Paris Commune is remembered. 


II 

Determinate nothing and determinate something 
There are atoms, and void, 

It’s principle is void qua atom, 

Therefore Beckett’s theatre, 

Therefore empty streets and empty slogans, 
Atoms of an organisation, 

L’organisation politique, 

The principle of void-atoms, 

A materialist philosopher, with the workers, 
In a sit-in and factory occupation. 


Nothing of atoms. 


III Interpretation 


All principles, nature, law and spirit in Montesquieu’s structuralism as a pre-history is now merged with 
nothing as principle, and its measurement with causes, effects, poems and metaphors, that study 


emptiness, low wages to alienation to workers’ uprisings, in which emptiness causes emptiness, a bandh 
by Maoists in Jharkhand. 


Conclusion: 


To rewrite Lucretius as Marxist. 


Part Two 
Lucretius and Marx: 


There are principles of atom and void. The structure at its most minimal existent. Structure itself as a 
condition of minimum. From condition, that is objective condition, to subjective minimum. There is a 
structure, it is nothingness, and atoms. Lucretius wrote of brownian motion, from dust particles to 
sensing them in the afternoon. What then of structure, what then of subject. It is a void, that prepares the 
atom. The void and atom, as structure and negation, where there is only structures of negation, this 
organisation and the people, this general insurrection and the consequences of the movement. 


The void and atom, are in brownian motion. There is a randomness for a man to encounter a workers' 
struggle. There is a randomness in which the workers organise, the bringing into sense of nothing. It is 
almost imperceptible, it is a minimum turning into a maximal in Badiou, in Lucretius and Marx, it is a 
simple deviation. The worker will meet a man, a figure of nothing, and these two atoms, which align 
atoms, and negate atoms, and structure the encounter, in a rain, of shores of history, and sea-brine on 
rock, that is a alignment of atoms, in a true history. 


The void, atom, and history. 


There is nothing, there is something, and there is its decalages, in history. A few theses on Lucretius and 
Marx: 


Lucretius studied nature in its diversity along the principles of matter and void, and atoms and their 
movement. 


II 


Lucretius grasped that nature is in disorder, and God, is a Parmenidean structure of things on earth, or 
on a concrete agrarian countryside. 


Ill 


Lucretius on nature, its disorder, and class struggle, is Marx's translation of the grammar of Lucretius 
into a language of discourse. Discourse, grasps that nature, uprisings, class struggle, and labour is the 
formalization of a series of independent principles. The principle of nature, and that of class struggle. 
Perhaps a natural diversity of organized nature, disintegrates as the renaturalisation of history, that is 
the site, of class struggle is merged with thinking on nature. 


IV. 


Nature is ecology in Marx. It is the study of alienation from nature, and destruction of nature, based on a 
structure of capitalism, that is a negation of nature, because of its principle of alienation, and extraction 
of surplus, based on natural resources required for natural life. There is no nature, in capital, only in the 
interstices, of cinema or literature that writes of another world. Where nature is a speculative object of 
reflection. Materialism is the encounter with nature. Nature is finally extended into a natural life, that is 
the reflection of life and nature. 


V. 


Nature is discordant, discrepant and out of joint. In Marx, labour is a divorce from nature, and this is a 
postive fact. But labour must return to nature, to understand and grasp its discrepancy. The discrepancy 
between nature and structure and labour, is to be structured as natural discrepancy. The savages are 
important for civilisation. We will once again feel nature, it will be an organic house with alot of plants, 
and crawlers. 


VI. 


Nature in its infinite structure of diversity as a principle of political organisation as analogy. There must 
be a debate, a discussion, disagreements, agreements, diverse orientations, Leninist, Trotskyist, and 
Maoist. There must be a disorder under the natural order, it is to trust destruction, in a natural potenza. 
It is to study, distraught, and unruly and uprisings, and other such figures as positive, and affirmative. 


VII. 


Labour then, the material basis for existence. Labour in the agrarian countryside, its rhythms, harvest, 
ploughing and labour in orchards, labour and spiritual forms, the end of labour, the positing of non- 
alienated labour. Labour is the basis of things. It is the nature of things, under labour. Labour is the 
organisation of nothing and atom. It is the production of atoms, from nothingness. It is nothing itself qua 
atom. The figures of nothings and atoms. Materialism is the critique of structures that are not consistent 
with the nature of things. Atoms, voids, their figurations, in a labouring form. 


VIII. 


Nature, labour, time and history. 


IX. 
Labour is the basis of time, and history. Labour in nature, is the natural labourer, and the natural basis 
for labour, and the labouring connection of nature to anti-nature under capitalism. But the epoch 


requires labour, to engage in a class struggle and form a encounter, between labour, nature and history. 
The history of labour, the history of class struggle, the history of nature. 


X. 


Labour is a principle. There is a dialectic. It is between void and atom, spirit and life. 


The conjuncture: 


There is a universe of firms and companies and software technology, and even Artificial Intelligence and 
cutting edge technology. This is an effect of nothing and atom principles, that is the universe of firms are 
relevant to the world, only because the world is not a natural world. It is not the concrete deployment of 
nature and class struggle, labour and its formalization as the site of transformation, and change as such. 
There is a universe of firms deemed irrelevant, if there is music and aesthetic phenomenology, and 
Lucretius and Marx, as the aesthetic judgement posited in the first section of this work, as the incident, 
the fall. 


This atemporal formal dialectic, grasps elements and groups, without a transcendental except as virtual 
relation, which is now transcendentalized epoch. Therefore aesthetic regimes are transcendentals of an 
epoch, and are element and group dialectics, that grasp the structure of a conjuncture, in its maximal 
forms, of class struggle and labour being the basis of any localised being-there of class struggle. 


Therefore the work A Draft, grasped the structure of dialectics, that is deployed here for a transcendental 
holism and atomism. 


The scope of class struggle is the entire epoch, or its aesthetic regimes, or its democracy. It is finally to 
grasp that Lucretius and Marx, and the falling and accident and interval and incident, is all the 
meaningless nothings, that determine the aesthetic conjuncture, as a measure of aesthetical revolutions, 
based on class struggle and reflection, that is then a study of contemporary capital as dominated by firms 
and employees of firms, entrepreneurs and entrepreneurs of the self, which is a dominant mode of 
analysis, that is in critique when agency is deployed as the basis of structure, and Picasso and Malevich 
as the basis of agency and thought-figures, where finally, it is agency, that organises the dialectic, in an 
epochal frame. Finally the shifting and continuities of the epistemes and regimes, is to claim that there is 
pure agential politics. 


Politics then and nothing more. 


Finally, only class struggle, general wills and organisations of politics and class struggle alone is the 
scope of change, deemed impossible because of the destruction of nature or history qua nature, which 
changes in minimal terms. 


There is minimalism in class struggle. Only minimal deflection, causes the declination to a new order. 


Machiavelli and class analysis: 
I 


Lucretius wrote of void, and atom, with a principle of dialectic between labour, nature and spirit. It is the 
determinate structure of labour, that produces wealth, and people that support a negation of the 
government. It is from negation, to position, atom. Take a class struggle, and study its negation, for a 
new principle immanent to the class struggle. Take the struggle for unions, in a certain historical 
situation. It is a negation, and its principle is to determine the working class into a union, with a praxis of 
leaders responsive to the workers in general, and a self-organisation of workers subtracted from 
leadership of the organisation. This principle is immanent, and then negated, for the void-figure, worker 
of organisation, and worker of self-organisation, and worker of principled strike, and worker of daily life 
and production. All these void-figures stand collapsed into the general worker, of mass strikes. 


II 


Machiavelli as a clear thinker of Lucretius. Studies history for a order of things. It is the Prince, a balance 
of powers, necessary alliances, fortune, and money, and the people as masses against oppression and 
power in barons and noble classes. In the order of things, these things are arranged in a principle that is 


axiomatic dialectic, or formal dialectic in politics. Logics of Worlds by Badiou states that the people form 
retroactively their organisation after a movement. Here the formal dialectic stands in agreement. 
Machiavelli as thinker of a wages, inequality and injustice, to lead the Prince towards total revolution. 
Take a situation, and extend it into a general strike, but as the Prince and people, masses, all organised 
under the Prince, thinker of class analysis. 


II 


Lucretius and Machiavelli, grasp that the atom - a principality, and its dispositive, or organisation, is an 
effect of a determinate cause, that is lower wages. It is then a set-piece. Take the Prince, and his 
alliances, and his armed people, he is then an armed prophet, he then organises classes in mercenary, 
auxiliary and civil or own power. It is an intricate dialectic of taking power in immediate terms. Organise 
labour in three of these classifications, and then land to the tiller. 


IV 
Machiavelli and Lucretius, order things, in terms of pure tactical movements between atoms and 
principles of atoms, and the void - resistance. The Prince rules well, only when armed by the people. In 


fact it is a clear reference to the Periclean polis in Greece, with peasants armed as hoplites in war, 
against foreign powers, and this stabilized a mass base for a democratic government. 


V 


How to become a Prince. Spirit, subject and armed struggle. 


VI 


After Machiavelli and Lucretius, how to determine a conjuncture - three terms, balance of powers, mass 
base and popular forces. Analyse the powers, in a balance of powers, study its classes, and then opt for a 
social force that is a popular force. In the case of India, it is clear that the popular forces are peasants 
and workers. In local situations, the popular forces applied through Machiavelli’s class analysis is certain 
victory of the people. 


VII 


Masses make history, not man. In this judgement Louis Althusser created the basis of history, not simple 
man, not simple labour, but the masses. 


Theses on Althusser and Machiavelli: 


I 


Machiavelli studies place, in Lefort's empty place of power. There are a series of arrangements of places, 
there is also the nation-state as a representation of capital and state. This representation must be altered, 
for the object of aesthetical regimes. That is one possible. 


II 


Machiavelli arranges a relation of force, and compositions of forces, and durations of movements and 
workers' and peasant movements, that re-arrange the forces. Is then capital and state in its current state, 
in the capitalist mode of production, a force that can be shifted to the people. 


II 


For Machiavelli and Althusser, this representation embedded in power relations and relations of force, 
can only be altered by class struggle and its own forms, and aesthetics. Art is the art of war, and military 
dispositives, and the Prince or party, must now grasp the aleatory conjuncture, of a future communist 
state, with its socialist institutions that stand side by side with capital, and displace them. 


IV 


Capitalist mode of production, surpassed by class struggle, empty power, and emptiness of a judgement, 
wages. Wages and institutions. The vector of class struggle, which groups institutions and groups capital, 
in formalist terms, and studies its structure for communist modes, but there is no people ready for this in 
the organisation, it remains a future task. 


V 


Cycles of production are based on wage struggles, the beginning of communism, the epistemological 
break in Marx is wage struggle. The concrete incorporation of the worker into capital qua abstract 
labour. Then problems of temporality and prices and fetishism of commodities, all grasped as place, 
struggle, power relations. 


Theses on Aesthetic regimes, Lucretius and Machiavelli: 


There is a shifting transcendental, a shifting continuity between epistemes and aesthetic regimes. The 
present aesthetic regime of capital, is a realism of the non-historic futurial capital, with its glass buildings 
and power form of processes. Then we have the regimes of Lucretius, sea-brine on a rock. It is a 
historical organization of the shores of existence. These regimes share a solidarity in workers' 
movements. Is it possible that a new aesthetics is organised by the people. In Lucretius it is clear, that 
the atom, is based on a void, and is its enactment, or reality. Therefore the enactment of the atom, 
arrangement, places in Althusser, are all void-places, which require, a abstract art, that is based on as 
Badiou remarked, workers and intellectuals organised in the factory. 


II 


If we arranged the intellect, in Lucretius and Machiavelli, we take power, and organise the people in 
happiness and love for the Prince. The Prince grasps the aesthetic regime of the people in a series of 
people or proletarian viewpoints, that structures the double viewpoint of Prince and people. Till shifts in 
regimes of art are the consciousness of the people or proletariat. 


III 
Another French revolution. It is one that takes assemblies, gatherings, sections, clubs, and committees 


and political organization, as so many forces of power, so many relations of power, that in a classical 
logic, is nothing to all. Trust in the people. 


IV. 


The intellect organises the mass uprising, the Prince is an effect of theory of the people, and then 
expresses its will, in a crystallised form, known as republic. 


V 


Masses, places, forces, and emptiness. 


Nagarjuna and Lucretius: 
Emptiness and places, 
void and atom 
disintegration 
arrangement 
in Heraclitus' fragment 
all that collects 
is blown apart 
Mass Line of the people 
Mass line on the people 
The people uprise against capital 
in systems of spirals 
The party studies 
Invariant structure and concrete resolution 
against power 
with resistance 
power and resistance 


structure and nothing. 


Orders and Regimes with Lucretius, Machiavelli and Nagarjuna: 


Apart from principles and atom and void, spirit, law and nature. There is the non-emptiness structure. It 
is not a determinate thing, but its beginning. How things begin, in the structure of beginning, neither 
void nor atom. This split place, is finally, the principle of bodhisatva in Nagarjuna. Not part of the general 
cycles of existence (thing), and not part of Nirvana and sunyata alone, but as if in a transcendental shift 
of attitude, a non-belonging and belonging as both. Finally in Lucretius, the thing, that begins, as a 
clinamen. Therefore, figure, clinamen and task in Machiavelli. 


All ordered as formal dialectic. Take a structure, study its transition to another structure, an axiomatic 
shift. It is the transition between modes of production, and modes of life, that involve a vanishing. This is 
clinamen in Lucretius, and figure of monks and bodhisattvas in Nagarjuna, and the task undertaken in 
Machiavelli. 


Their formal configuration is an aesthetics of void, atom, atomness, atomicity, mediation, intervention, 
space, object, subject, and representation, policy, or Marxist economics, or Marxist politics, or art. 
Something finally like an event. It is the declination, of a situation, into its mediation with somethings, or 
things, that are popular forces based (Che). The foco concentrates and reflects the emancipation of the 
masses - a complete formal dialectic. 


Then aesthetic debates, the changing culture of a cultural revolution. 


Therefore orders within orders, regimes within regimes. Like a Buddhist office room, which studies the 
current state of affairs, and has a desert cooler with khas khas in its concept of time, history and 
structure of Indian metaphysics freed from the Upanishads. 


Theses on Aesthetics and Structure: 


The whole book is a thesis on structure. It argues that reality is structure, or structure is reality. Then it 
organises structures within structures, and structures of structures, and comparisons between 
structures, and claims that art is the paradigm for understanding structure and resistance or structures 
of resistance. It finally states that aesthetic regimes is a modality of structure, that is independent of real 
claims, concrete existences, because all of this Montesquieu and Machiavelli, and Lucretius and Lenin, 
and Ranciere, are deployments to grasp aesthetical forms of sense. It is an imperceptible number of class 
struggles that in a process without subject, or process with a subject, organise our times in an aesthetic 
education of senses. 


II 


Picasso grasped things in reflections. Malevich in prophetic figures and genealogy. Kafka in a surrealist 
realism. Muktibodh in a generic language. 


These are instances of modernism, and its encounter with praxis and theory, of the new man, or a 
minimal spirit for each age, or period. Its apogee. Or electricity. 


II 


Worker history is comparable to art history. Workers are potentially philosophers and artists, in the sense 
of potenza. 


IV 


Aesthetic regimes are structured as the transcendental epoch. 


V 
Aesthetic regimes within regimes, of a situation. Is finally sense. Sense has a structure and it changes 


with class struggle. That is the thesis of this book. Its ontological commitment, sense changes, it is in its 
destiny the future of the image, or a figure. 


VI 


Determinate negation is a mass line interpreted by the party. The Prince thinks the people. 


VII 


Forces and elements and affinities to art. Lucretius, Machiavelli and Nagarjuna, are all artistic objects of 
discourse in this text, that studies atoms, void and principles in art and worker history, with no necessity, 
no stage, just shifting transcendentals, till politics is in command, and aesthetics changes. 


